The University of Southern Mississippi

The Aquila Digital Community
Dissertations
Fall 12-9-2021

Performer’s Guide to Three Miniatures for Tuba and Piano by
Anthony Plog
Steven Dixon

Follow this and additional works at: https://aquila.usm.edu/dissertations

Recommended Citation
Dixon, Steven, "Performer’s Guide to Three Miniatures for Tuba and Piano by Anthony Plog" (2021).
Dissertations. 1940.
https://aquila.usm.edu/dissertations/1940

This Dissertation is brought to you for free and open access by The Aquila Digital Community. It has been accepted
for inclusion in Dissertations by an authorized administrator of The Aquila Digital Community. For more
information, please contact Joshua.Cromwell@usm.edu.

PERFORMER’S GUIDE TO THREE MINIATURES FOR TUBA AND PIANO BY
ANTHONY PLOG

by
Steven W. Dixon

A Dissertation
Submitted to the Graduate School,
the College of Arts and Sciences
and the School of Music
at The University of Southern Mississippi
in Partial Fulfillment of the Requirements
for the Degree of Doctor of Musical Arts

Approved by:
Dr. Richard Perry, Committee Chair
Dr. Jacquelyn Adams
Dr. Joseph Brumbeloe
Dr. Christopher Goertzen
Dr. Benjamin McIlwain

December 2021

COPYRIGHT BY

Steven W. Dixon

2021

Published by the Graduate School

ABSTRACT
This dissertation will discuss the history, musical and technical challenges, and
preparation techniques for Anthony Plog’s Three Miniatures for tuba and piano. The
document will begin with biographical information about both the composer and the tubist
who premiered the piece, Daniel Perantoni, and historical information about the
composition of the work. A thorough discussion of each movement will follow, including
a short description of the form of each movement, challenges that the tubist will encounter,
and techniques to overcome these challenges, including suggestions for supplemental
material to improve technique. The appendices will include interviews with Plog and
Perantoni.
Three Miniatures can be performed on the BB flat, CC, E flat, and F tuba. As the F
Tuba was the instrument that Perantoni used for the premiere, this document will discuss
the challenges found in this work when performed on F Tuba.
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CHAPTER I – INTRODUCTION
The tuba was patented in 1835, but the first serious attempts to compose a solo
work for the instrument did not occur until Ralph Vaughn Williams’s Concerto for Bass
Tuba (1954) and Paul Hindemith’s Sonate for tuba and piano (1955).
August 12, 2020, marked the 30th anniversary of the premiere of Three Miniatures
for tuba and piano, Anthony Plog’s first composition for solo tuba. Encouraged by the
response to Three Miniatures, Plog continues to write for solo tuba, and include the tuba
in his chamber works. His works for tuba are an influential addition to the repertoire and
are performed and recorded regularly by both emerging soloists as well as established
performers.

Statement of Purpose
This dissertation explores Three Miniatures for tuba and piano by Anthony Plog
from a pedagogical perspective, providing insight into the challenges in each movement.
In addition to the short biography of the composer, this dissertation will include
biographical information on Daniel Perantoni, the tubist who premiered the work. This
document will provide suggestions for supplemental resources and interviews to aid both
the teacher and the performer.

State of Research
The reference literature available about Anthony Plog and his composition Three
Miniatures for tuba and piano consists mostly of biographies attached to other
dissertations and publications. There are two other dissertations relevant to this subject:
1

•

“Cross Training for Tuba: A Pedagogical Approach Improving the Performance
of Tuba Literature Through the Use of Transcriptions” by Travis Netzer. This
dissertation discusses the use of transcriptions of works not originally written for
the tuba as practice supplements for standard solo works for the tuba. The author
focuses on excerpts from the following works for solo tuba: Tuba Concerto by
John Williams, Capriccio for Solo Tuba by Krzyszotof Penderecki, and Three
Miniatures for tuba and piano by Anthony Plog.

•

“The Tuba Sonata by Anthony Plog: Preparation and performance through the
lens of his repertoire for solo tuba” by Jeremy Crawford. This dissertation focuses
on the preparation of Plog’s Tuba Sonata. The author compares this work to
Plog’s other works which including Three Miniatures for tuba and piano, Four
Sketches for brass quintet, Nocturne, and Concerto for Tuba.

These documents provide useful information about Three Miniatures, but neither
document serves as a comprehensive guide for the entire work.

Methodology
The primary source materials for this document are the interviews that I have
conducted with Anthony Plog and Daniel Perantoni. These interviews were conducted via
Zoom, with subsequent correspondence via email. Additional resources include the
personal websites of Anthony Plog and Daniel Perantoni, recordings, and published
literature on the history and pedagogy of the tuba. These books include The Art of Tuba
and Euphonium by Harvey Phillips and William Winkle, Arnold Jacobs: Song and Wind

2

by Brian Frederiksen edited by John Taylor, and Guide to the Tuba Repertoire: The New
Tuba Source Book compiled and edited by R. Winston Morris and Daniel Perantoni.

3

CHAPTER II – BIOGRAPHIES AND HISTORICAL CONTEXT
Anthony Plog was born on November 13, 1947 in Glendale, California.1 He
began playing the trumpet at the age of ten and was playing utility trumpet with the Los
Angeles Philharmonic by the age of nineteen.2 He attended the University of California,
Los Angeles and studied trumpet with Irving Bush, Thomas Stevens, and James Stamp.3
He began experimenting with composition while attending UCLA, but never received
any formal composition training.4 While developing his skills as a composer, he won his
first orchestral position in 1970, principal trumpet with the San Antonio Symphony.5 He
went on to play with the Utah Symphony, Los Angeles Chamber Orchestra, Pacific
Symphony, Summit Brass, and the Malmo Symphony in Sweden.6 From 1993 to 2003 he
held the position of Professor of Trumpet at the Staatliche Hochschule für Musik in
Freiburg, Germany.7 He also taught at California State University at Northridge,
University of Southern California, Music Academy of the West, Schola Cantorum in
Basel, Switzerland, Malmö Music Academy in Malmö, Sweden, and the Academia di
Santa Cecilia in Rome.8 Plog retired from performing in 2001 and moved to Freiberg,
Germany to focus on composition, his podcast Anthony Plog on Music, and private
instruction through his website www.anthonyplog.com.9 Plog has composed eight works
for solo tuba: Three Miniatures for tuba and piano (1990), Statements for tuba and piano

1. “Biography,” Anthony Plog, last modified 2019, accessed September 4, 2019,
https://anthonyplog.com/about/biography.
2. Ibid.
3. Ibid.
4. Ibid.
5. Ibid.
6. Ibid.
7. Ibid.
8. Ibid.
9. Ibid.
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(1994), Concerto for tuba and orchestra (1997), Nocturne for tuba and string orchestra
(2004), Sonata for tuba and piano (2007), Walking for tuba and piano (2014), Postcards
for solo tuba (2019), and Animal Ditties IX for tuba, narrator, and piano (2021).10 His
compositions have recently been used as competition repertoire by The Leonard Falcone
International Euphonium and Tuba Festival, International Tuba and Euphonium
Association artist competition, and The International Euphonium and Tuba Festival in
2019 in Atlanta, Georgia.
Daniel Perantoni was born on May 5, 1941. Raised in Johnsonburg, Pennsylvania,
he was the youngest of four children. He began studying the piano at the age of six.11 As
a teenager, Perantoni aspired to be a concert pianist, and spent time performing as a
cocktail pianist and with dance bands.12 His first exposure to the tuba occurred as a
freshman in high school.13 His band director asked him which instrument he would like
to play and Perantoni chose the tuba, which he mistook for the euphonium that his father
played.14 He was issued a sousaphone, a method book, and a fingering chart to practice at
home.15 As a senior in high school, he auditioned for the Eastman School of Music on
piano and tuba.16 He was awarded a scholarship to study tuba with Donald Knaub and
began his studies at Eastman in the fall of 1959.17 His classmates at Eastman included

10. Ibid.
11. Mark Nelson and Jerry Young, “Daniel Perantoni: The Man, The Musician & The Legacy.”
International Tuba Euphonium Journal 38, no. 3 (Spring 2011): 1-17, accessed February 1, 2021,
http://danielperantoni.com/Assets/PDFs/ITEAJournalVolume38Number3.pdf.
12. Ibid.
13. Ibid.
14. Ibid.
15. Ibid.
16. Ibid.
17. Ibid.
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celebrated tubists Roger Bobo and Toby Hanks.18 He graduated from Eastman in 1963
with a Bachelor of Music degree.19 In 1964, Perantoni was drafted into the United States
Army.20 and won a position in The United States Army Band “Pershing’s Own” where he
remained until the end of his military service in 1966.21 In 1967, Perantoni enrolled at
Catholic University of America in Washington, DC, earning a Master of Music degree in
1968.22
Professionally, Perantoni is one of the most influential tuba pedagogues in the
United States. He has taught at the University of Illinois (1968-1982), Arizona State
University (1982-1994), and is currently the Regents’ Professor of tuba at Indiana
University (1994-present).23 He is the tubist for Summit Brass, the St. Louis brass
quintet, and Symphonia, a professional tuba-euphonium ensemble.24 Perantoni is also a
clinician for the Rafael Mendez Brass Institute.25 He is a former collaborative designer
for Perantucci instruments, and current designer of the Mr. P signature model tuba for
Buffet B&S.26 Perantoni has recorded six solo albums - Perantoni and Karp Perform
Works for Tuba and Piano (1973), Sterling Brass (1978), Tuba N’ Spice (1982), Daniel
and the Lion’s Den (1993), Perantoni Plays Perantoni (1999), and Portrait in Black and
White: Dan Perantoni Plays Jazz Tuba (2014). 27

18. Ibid.
19. Ibid.
20. Ibid.
21. Ibid.
22. Ibid.
23. “Biography,” Daniel Perantoni, accessed November 17, 2020, http://danielperantoni.com.
24. Ibid.
25. Ibid.
26. Ibid.
27. “Discography,” Daniel Perantoni, accessed November 17, 2020, http://danielperantoni.com.
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Plog and Perantoni first met in Colorado at a recording session with Summit
Brass.28 Plog later joined the St. Louis Brass Quintet, replacing trumpeter David
Hickman. Plog, who had begun to establish himself as a composer, was commissioned by
trombonist Mel Jernigan and the St. Louis Brass quintet to compose a work for the
quintet.29 The resulting work, Four Sketches for Brass Quintet, was premiered in 1988
and appeared on the recording Colors for Brass by Summit Brass and the St. Louis Brass
quintet in 1990.30 Perantoni was so impressed with the quintet that he asked Plog to
compose a work for solo tuba. At the time, Perantoni was a consultant for the Custom
Music Company, distributors of B&S “Perantucci” tubas.31 He asked the president of the
company, Fred Merrick, to commission the work, and they agreed to split the $1000
commission fee.32 The only input that Perantoni provided Plog was that the piece should
be at least twelve minutes long.33 Plog completed Three Miniatures for Tuba and Piano
in late 1989. Plog stated that Perantoni was not his only inspiration when composing
Three Miniatures. During his time freelancing in Los Angeles, Plog played with Roger
Bobo, who was the principal tubist of the Los Angeles Philharmonic.34 Bobo and
Perantoni’s different approaches to the tuba influenced Plog’s composition. Plog states
that Bobo had a more aggressive sound, while Perantoni has a lighter, smooth sound.35
Perantoni premiered Three Miniatures on August 12, 1990, to critical acclaim at the
International Tuba Euphonium Conference (ITEC) held in Sapporo, Japan and was

28. Daniel Perantoni, interview by author, Zoom, December 12, 2020.
29. Ibid.
30. Ibid.
31. Ibid.
32. Ibid.
33. Ibid.
34. Anthony Plog, interview by author, Zoom, November 15, 2019.
35. Ibid.
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received with critical acclaim.36 In his review of the performance for the TUBA Journal,
Heiko Triebener, tubist with the Bamberg Symphony Orchestra, said, “Three Miniatures
is an absolutely striking and challenging piece of music that highly impressed the
audience… I regard it as a major addition to the repertoire.”37
Perantoni requested that Plog arrange the piano accompaniment for band to
expand the tuba repertoire with band accompaniment.38 Perantoni premiered this
arrangement of Three Miniatures with the United States Air Force Band on May 16,
1992, at the ITEC at the University of Kentucky in Lexington, KY.39 He included the
work on his solo album, Daniel and the Lion’s Den, released in 1994.40 Three Miniatures
is considered a standard work in the tuba repertoire and has been performed and recorded
by tubists worldwide.
The form of Three Miniatures is realized through the juxtaposition of contrasting
musical ideas. This dichotomy represents the tubists who influenced the work, Daniel
Perantoni and Roger Bobo. Plog, in our interviews, describes Bobo’s playing style as
more aggressive and Perantoni’s style as light and elegant.41 These contrasting
approaches are reflected throughout the work. Movement I begins with a technical
section based on ascending fourths and changes meter often. This section requires the
tubist to play in an aggressive style similar to Bobo. In contrast, the light and elegant
playing style of Perantoni is needed in mm. 20-30. This is a lyrical section that is mostly

36. Heiko Triebener, “Jim Gourlay, gave an extraordinarily beautiful performance…,” TUBA
Journal 18, no. 1: (Fall 1990): 87.
37. Ibid.
38. Daniel Perantoni, interview by author, Zoom, December 12, 2020.
39. Ibid.
40. “Discography,” Daniel Perantoni, accessed November 17, 2020, http://danielperantoni.com.
41. Anthony Plog, interview by author, Zoom, November 15, 2019.
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diatonic, stays in the same meter and is mostly slurred before recalling the more
aggressive, opening musical idea that is transposed down a seventh. The following
section, mm. 46-63, serves as transition material. Plog recalls the technical idea from the
beginning of the movement beginning in m. 64 in its original key. In m. 70, Plog
combines both ideas of technical and lyrical with a chromatic descending line that is
slurred.
Movement II is lyrical throughout, but it maintains a duality of ideas between
phrases that are played with and without rubato. The unmetered measures in this
movement imply that the tubist should play them with rubato and the metered sections
are to be played in time. The beginning of the movement is marked Freely and m. 1 is
unmetered. This indicates to the tubist to play this measure with rubato. The same
musical idea is presented in mm. 2-7 but is marked Slowly and is metered, implying that
the tubist should play this section without rubato. Transitional material is presented in
mm. 11-16. This section is metered and should be played in time. Plog recalls his opening
musical idea in m. 17, transposed down a fourth and unmetered, again implying the use
of rubato. The conclusion of the movement, mm. 24 and 25, combines both metered and
unmetered phrases.
Movement III begins similarly to movement I with a technical idea. This idea
requires the tubist to play with an aggressive style. The contrasting lyrical idea is
presented in mm. 12-19 demands that the tubist be light and smooth. Plog restates the
movement’s opening idea transposed down a perfect fourth. The following section, mm.
23-38, serves as transitional material before he recalls the technical idea from the
beginning of the movement in its original key. The conclusion of the work begins in m.
9

45 and is marked Faster. Both musical ideas are combined once again with short
technical phrases that are slurred.
When examining each movement individually, the similarity of form of each
becomes apparent. Plog opens the movement with a musical idea and follows it with a
contrasting idea. A recall of the first musical idea is then presented transposed into
another key followed by transitional material. The opening musical idea is presented
again but in its original key. The ending of each movement combines both musical ideas.

10

CHAPTER III – ALLEGRO VIVACE
Movement I, Allegro Vivace, is built around three melodic motives. The first
motive is an aggressive figure based on ascending fourths (see Musical Example 1). The
second, contrasting motive is more lyrical, containing alternating long notes and slurred
chromatic passages (see Musical Example 2). The third motive is a chromatic hemiola
figure (see Musical Example 5). Plog’s melodic language also includes the octatonic
scale, in addition to chromaticism and movement in fourths.
This movement presents three distinct challenges for the tubist: choosing a tempo
suitable for performance that fits the context of work, accurately playing disjunct
intervals found in the opening motive, and phrasing the melodic line without disrupting
the melodic momentum.
The movement is marked Allegro Vivace. The word Allegro is translated from the
Italian as merry, cheerful, and lively.42 In The New Grove Dictionary of Music and
Musicians it is defined as a generic tempo marking for a moderately fast tempo.43 As
early as 1703, the Brossard Dictionaire defined it as being quick.44 Vivace, on the other
hand, is translated from the Italian as flourishing, thriving, and full of life.45 According to
The New Grove, in the 17th century it was used to indicate a “vivacious mood”, or
“attractively lively and animated.”46 Plog did not use these terms to indicate a particular
metronome marking to the tubist, but combined the terms together to indicate that the

42. The New Grove Dictionary of Music and Musicians, 2 nd ed., s.v. “Allegro,” (London:
MacMillian Publishers Ltd, 2001), 384.
43. Ibid.
44. Ibid.
45. The New Grove Dictionary of Music and Musicians, 2 nd ed., s.v. “Vivace,” (London:
MacMillian Publishers Ltd, 2001), 816-817.
46. Ibid.
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tubist to play with a particular feeling. He states that Movement I should have a dancelike feel, but that Movement III (also marked Allegro Vivace) should be faster than
Movement I.47 Perantoni likens the feeling of the first movement as a “swing” feel.48
Without a metronome marking present, the tubist is freed to choose a tempo that will
facilitate the accurate execution of the movement while encapsulating the composer’s
original intent.
When selecting a tempo, the tubist should consult as many recordings as possible
of professional tubists playing the work. To date, there are eight commercially available
recordings (see Table 1 below). The first-movement tempi for these recordings vary by
approximately 71 beats per minute. The performer’s ultimate choice of tempo should be
based upon their ability (and that of their pianist) to play the movement accurately and
musically.

46. Anthony Plog, interview by author, Zoom, November 15, 2019.
48. Daniel Perantoni, interview by author, Zoom, December 12, 2020.
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Table 1 List of professional recordings of Three Miniatures by Anthony Plog.
Artist

Album

Record Label and Serial

Release

Number

Year

The Danish

Contemporary

Rondo Grammofon:

Concert

Concert Band

RCD 8340

Band ft. Jens

Music

BPM
(approx.)

1993

222

1994

230

Bjørn-Larsen
Daniel

Daniel and the

Summit Records: DCD

Perantoni

Lion’s Den

163

Roger Bobo

Tuba Libera

Crystal Records: CD690

1994

205

Joseph

Blue Plate

Mark Records: 3964-

2001

220

Skillen

Special

MCD

David

Tuba de Anima

Conservatoire de Paris

2003

225

2006

320

2012

195

2012

185

Zambon

Cite de la musique:
02025

Øystein

Danzas

Baadsivk

BIS Records: BIS-CD1585

Timothy

Angels and

Albany Records:

Buzbee

Demons

TROY1328

Craig Knox

A Road Less

Long Tone Music: LTM-

Traveled

001
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Musical Example 1

Anthony Plog, Three Miniatures, Movement 1, mm. 1-4.

The first motive is problematic for tubists due to tempo, range, and interval skips
that require precise pitch placement (see Musical Example 1). Finger coordination
throughout this passage is challenging, as there are multiple adjacent pitches that share a
common valve combination. Pitch clarity throughout this section is dependent on the
synchronization of the articulation with the fingers activating the valves. In m. 1, the G,
B-flat, and E-flat share a common fingering of first valve while the A-flat and the D-flat
are respectively fingered second, and second and third valve. Because the A-flat occurs
on a weak beat, tubists often tend to press the valve late, resulting in the A-flat not
speaking clearly. This begins a cascade of inaccuracies, as the tubist will likely activate
the third valve to be pressed late for the D-flat as well. At tempo, this causes the passage
to sound clumsy and unfocused.

Musical Example 2

Anthony Plog, Three Miniatures, Movement 1, mm. 1-4

(fragments).
To address the issues in this passage, the tubist should consider the following
steps. First, divide the passage into smaller fragments (See Musical Example 2). Next,
isolate these smaller fragments and play them slowly focusing on pitch clarity while
14

keeping a steady tempo. Additionally, the tubist should not overemphasize the highest
pitch of each fragment, as doing so is an inefficient use of air, and will affect phrasing
and tempo. Once the smaller fragments are mastered, add one note from the next
fragment. The tubist should focus on the clarity of pitch, good intonation, and build
continuity through the passage. Next, play all the fragments together slowly. Finally,
speed up the passage to build consistency while focusing on keeping a steady tempo and
pitch accuracy.
Perantoni suggests that tubists begin learning the first four measures by buzzing
the rhythm on a singular pitch at a slow tempo.49 He emphasizes the correct syllable for
creating a clear articulation.50 For slower tempi, use “Toh” and for faster tempi use
“Doh”.51 He also suggests avoiding accenting the lowest pitch of each three-pitch
fragment, adding that accenting the lowest notes is not conducive to the “swing” feel. 52

Musical Example 3

Anthony Plog, Three Miniatures, Movement 1, mm. 14-20.

49. Daniel Perantoni, interview by author, December 12, 2020.
50. Ibid.
51. Ibid.
52. Ibid.

15

Phrasing throughout the movement is a major challenge for the tubist. In mm. 1420 the tubist must maintain air support through the E-flat and E-natural at the apex of the
phrase in mm. 18-19 (See Musical Example 4). This is accomplished by taking a full
breath in the rest prior to m. 14, then carefully budgeting the so that the higher pitches
speak clearly in mm. 18-19.

Musical Example 4

Anthony Plog, Three Miniatures, Movement 1, mm. 20-38.

The second motive, beginning in mm. 20-38, is a long section with only one
eighth rest in m. 34 (See Musical Example 5). The tubist should select deliberate
breathing points throughout the phrase and maximize the efficiency of the inhale to
16

phrase effectively. Perantoni states that the key to efficient breathing is to be as relaxed as
possible when inhaling.53 Starting at m. 20, take the deepest possible breath. In mm. 23,
25, 27, and 28 breathe on the sixteenth note that is tied from the previous measure. Then,
relax the body and let the ribs collapse onto the lungs to help with breath support without
creating tension. At m. 34, take a quick breath by breathing past the lips without tension.
If the tubist is still unable to make the phrase, the tubist should consider lowering volume
for that phrase. Perantoni, suggests that if the tubist is unable to make the phrase in mm.
30-34, then they may take a breath in the place of the E-flat in m. 29.54 He describes it as
“changing the bow” if one were to play the line on a string bass.55

53. Ibid.
54. Ibid.
55. Ibid.
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Musical Example 5 Anthony Plog Three Miniatures, Movement 1, mm. 46-58.
18

Balance between the tubist and the pianist is important in the third motive, mm.
46-58. Perantoni expressed the importance of an “equal partnership” between the tuba
and piano in this section56 (See Musical Example 3). In m. 46, the tubist plays a hemiola
figure over the 3/8 piano accompaniment. The tubist must be aware of how the piano fits
with the solo and approach this section as a duet with the pianist.

Musical Example 6

Anthony Plog, Three Miniatures, Movement 1, mm. 62-75.

The breathing suggestions discussed in mm. 20-38 can be applied to the phrases
beginning at the pickup to m. 63 (See Musical Example 6). Because there is not a rest
until m. 75, it is paramount that the tubist takes a quick breath after the dotted quarter in
m. 67 and supports efficiently until the end of the phrase.

56. Ibid.
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Musical Example 7 Anthony Plog, Three Miniatures, Movement 1, mm. 79-89.

Mm. 79 through 89 require the tubist to take a full breath and follow the contour
of the line and the dynamics to make the phrase in one breath (See Musical Example 7).
The breathing suggestions discussed in mm. 20-38 also apply here.
In addition to the suggestions already made in this chapter, there are specific
supplemental materials and apparatus that I recommend incorporating into one’s practice
routine to help build strength and skills that apply to the problematic measures found in
this movement. The materials are Wesley Jacobs’ Developing the High Register Volume
2, and Sam Pilafian and Patrick Sheridan’s The Breathing Gym, and the apparatus include
The Breath Builder, 5- and 6-liter GPC air bags, and the Portex Inc. incentive spirometer.

Musical Example 8

Wesley Jacobs, Developing the High Register Volume 2, pg. 5.
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Musical Example 8 is an exercise from page five of Jacobs’ Developing the High
Register, and consists of three, two-measure ascending phrases with a fermata at the end
of each. The phrases are then transposed up a half step. The highest notes, found at the
end of each three-phrase set, range from G3 to E4. The goal is to play each phrase slowly,
with good intonation and accurate pitch placement. This page is an excellent supplement
for tubists who are having issues with the first four measures of Three Miniatures,
Movement I.
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Musical Example 9

Wesley Jacobs, Developing the High Register Volume 2, pg. 6.
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Page six of Jacobs’ method builds embouchure strength using the “buzz and play”
method 57 (See Musical Example 9). The exercise is divided into two three-measure
sections. Jacobs then transposes the exercise down a half step. As the tubist moves lower
in register, the exercise changes to facilitate range extension into the upper register. The
highest notes found within these exercises range from D4 to F-sharp 4. When executed
properly, this exercise creates a stable and accurate buzz without excessive mouthpiece
pressure, facilitating an ease of production that the tubist should then replicate on the
instrument. I also suggest using a drone while playing this exercise for a pitch reference.
Pages five and six should be incorporated into the tubist’s regular practice, but I
recommend playing only one per day to prevent embouchure fatigue and potential injury.
The Breath Builder is a device developed by the late bassoonist Harold Hansen.58
It is a six-inch plastic cylinder with a ping pong ball on the inside. The bottom of the
cylinder is sealed, and the top has three holes that can be covered to vary the resistance.
A plastic tube approximately 17 centimeters in length is attached to the cylinder. The user
should hold the ping pong ball at the top of the cylinder by inhaling and exhaling through
the tube with minimal effort.59 This trains the user to inhale deeply and exhale with the
least amount of tension in the body, thereby increasing usable lung capacity.
The five- and six-liter GPC air bags are used similarly to The Breath Builder. The
bags provide the user with a visual representation of their lung capacity. However, unlike
The Breath Builder the apparatus does not give real-time feedback.

57. Wesley Jacobs, Developing the High Register Volume 2. Maple City, MI: Encore Music
Publishers, 2009.
58. Brian Frederiksen, “Breath Builder,” Windsong Press Limited, March 4, 2016, accessed
January 5, 2021, https://www.windsongpress.com/product/breath-builder.
59. Ibid.
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The incentive spirometer (Inspiron) is a device used in hospitals to give
respiratory patients a visual indicator of how much air they can inhale.60 The patient
places the mouthpiece in the mouth and inhales, causing the ball in the apparatus to rise.
However, if the user were to turn the device upside down, the device will give a visual
indicator of how much the user can exhale.61 This device can be modified for use with a
tuba mouthpiece by removing the original plastic tube and replacing it with a plastic tube
that is between 10 to 17 centimeters in length. The user inserts the mouthpiece at the
opposite end of the tube and buzzes into the mouthpiece with the apparatus turned upside
down, causing the ball will begin to rise. Keeping the ball at the top of the apparatus
while buzzing the mouthpiece ensures that the user is utilizing proper breath support. The
resistance can be increased by adjusting the gauge.
The Breathing Gym by Sam Pilafian and Patrick Sheridan is an excellent book
with exercises that can be used with or without the items listed above to maximize the use
of the tubist’s lung capacity and enhance breathing efficiency. The book is designed to
allow the reader to choose the activities that addresses the breathing issues that they are
experiencing. I strongly encourage the tubist to read and try all the exercises in this book
to help with increase their lung capacity and breath control.62

60. Brian Frederiksen, “Inspiron”, Windsong Press Limited, March 4, 2016, accessed January 5,
2021, https://www.windsongpress.com/product/inspiron/.
61. Ibid.
61. Sam Pilafian and Patrick Sheridan: The Breathing Gym, Mesa, AZ: Focus On Excellence,
2002.
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CHAPTER IV – FREELY
The second movement is built around a single lyrical melodic figure that moves
largely in stepwise motion. It appears in multiple transpositions throughout and is either
augmented with additional melodic material or diminished, as in the last appearance of
the motive at the end of the movement.
While not a technical challenge for the tubist, this movement demands endurance
to consistently play the high-register sections found throughout the movement. The tubist
must connect each instance of the motive by phrasing convincingly. This will ensure a
precise ensemble coordination with the pianist through expressive musical gestures with
clear and compelling musical intent.
It is necessary to consider endurance when discussing the high range passages
throughout the work. This movement does not venture into the extreme high register of
the F tuba, but there are multiple passages where the melodic line ascends above B-flat 3.
These sections include mm. 14-15 (see Musical Example 10), the latter half of m. 7 (See
Musical Example 11), and m. 25 (see Musical Example 12).

Musical Example 10 Anthony Plog, Three Miniatures, Movement 2, mm. 14-15.
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Musical Example 11 Anthony Plog, Three Miniatures, Movement 2, m. 17.

Musical Example 12 Anthony Plog, Three Miniatures, Movement 2, m. 25.

Embouchure fatigue may cause intonation issues and pitch inaccuracy in the upper
register. It is important that the tubist warms up properly. The tubist must also be aware of
the amount of pressure they apply when creating a seal between the embouchure and the
mouthpiece. Excessive mouthpiece pressure prevents the embouchure from buzzing freely,
which can cause fatigue and may potentially lead to injury. I will suggest and discuss
supplemental materials later in this chapter.

Musical Example 13 Anthony Plog, Three Miniatures, Movement 2, mm. 1-8.
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The tubist should consider the phrasing of the motive found in mm. 1-2, as the
decisions made will influence further phrasing choices later the movement (See Musical
Example 13). The first measure is unmetered, allowing the tubist to utilize rubato. The
measure is divided into two phrases, which are indicated by a breath mark. The same
musical idea can also be found in mm. 4-7. Phrasing mm. 4-7 similarly to mm. 1-2
creates an extremely long second phrase (m. 6), ending on the D-flat 4 to C4 in m. 7.
Alternatively, the performer can divide the first measure into three parts and use rubato
when performing to allow for an additional breath after the C3. In additional to the
marked breath, this phrasing enables more air support for the higher pitches found at the
end of the phrase. Phrasing mm. 4-7 in this manner is more achievable in performance.

Musical Example 14 Anthony Plog, Three Miniatures, Movement 2, mm. 11-18.
(Arrows indicate breaths)
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In mm. 11-18 (See Musical Example 14), the tubist must decide where to breathe
in order to minimize interruption in the musical line. A natural breathing point is after the
release of the tied D-flat at the beginning of m. 13. The two eighth notes at the end of m.
13 should be treated as pickup notes into the next phrase that continues through the first
four beats of m. 17. M. 17 is unmetered and contains the motive of the movement
transposed down, starting on E-natural. Phrasing in this manner leaves no obvious places
to breathe. The tubist can breathe after both the tied D-flat and the G-natural in m. 13,
and on the barline between mm. 14 and 15. Alternatively, one may also consider phrasing
mm. 14 and 15 together but ritard at the end of the phrase and take a breath between mm.
16 and 17. These suggestions allow the tubist to phrase the beginning of m. 17 identically
to mm. 1-2 and 4-7. M. 17 is unmetered; allowing the tubist to use rubato to create
additional space between the phrases to breathe. In this measure, beginning on the Enatural eighth note after the A-flat half note, the phrase should include both figures
indicated by the slur markings. This will allow a breath after the quarter note D-flat,
providing breath support to the E4 and making the end of m. 17 and m. 18 achievable on
one breath.

Musical Example 15 Anthony Plog, Three Miniatures, Movement 2, mm. 24-25.
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The tubist should consider the attacca connecting movements II and III when
phrasing mm. 24- 25. M. 25 is also unmetered, allowing for the tubist to use rubato to
create space between the phrases to breathe. In this measure, the tubist should take a brief
pause to take a full breath after each fermata. This will ensure the tubist to have more
breath support through the opening phrases in Movement III.
Communication with the pianist is critical to executing the seamless transitions
found throughout the movement. Dr. Michael Bunchman, Director of the Collaborative
Piano program at The University of Southern Mississippi, states that the primary form of
non-verbal communication between the soloist and the pianist is the soloist ability to
communicate with musical intent.63 The pianist also observes the tubist’s breath,
embouchure, and very small gestures with the elbow or instrument.64 However, gestures
from the tubist should only be used, when necessary, in music with great rhythmic
intensity, as they can be distracting to the audience and the pianist.65 It is imperative for
the tubist to study the score, note where these transitions occur, and be deliberate with
musical intent.

63. Michael Bunchman, interview by author, Hattiesburg, MS, February 12, 2021.
64. Ibid.
65. Ibid.
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Musical Example 16 Anthony Plog, Three Miniatures, Movement 2, mm. 1-2.

In m. 1 the tubist plays alone, and the pianist does not enter until m. 2 (See
Musical Example 16). The tubist should make clear the pulse of the half-note and the
whole note. Playing these notes full value with deliberate musical intent is vital to the
accurate entrance of the pianist.

Musical Example 17 Anthony Plog, Three Miniatures, Movement 2, mm. 3-4.

This same concept applies to the pianist at the end of m. 3 to ensure an accurate entrance
in m. 4 (See Musical Example 17).
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Musical Example 18 Anthony Plog, Three Miniatures, Movement 2, mm. 17-18.

In mm. 17 and 18 are similar to the transition in m. 1, and the same suggestion applies
here (See Musical Example 18).

Musical Example 19 Anthony Plog, Three Miniatures, Movement 2, m. 25.

M. 25 is unmetered and ends the movement. Although it is not indicated on the music,
the composer’s intent is for the third movement to follow the second movement without

31

pause.66 The tubist should slow down deliberately and take a deep breath to indicate the
start of the third movement (See Musical Example 19).
The Brass Gym by Sam Pilafian and Patrick Sheridan provides a multitude of
warm up exercises with clear instructions for correct and effective performance.
“Mouthpiece Workout,” “Beautiful Sounds,” and “Lip Flips” from The Brass Gym are
helpful resource to supplement one’s practice regimen.

66. Anthony Plog, interview by author, Zoom, November 15, 2019.
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Musical Example 20 Samuel Pilafian and Patrick Sheridan, The Brass Gym, Mouthpiece
Workout, pg. 8.

“Mouthpiece Workout” is a four-part mouthpiece buzzing exercise that focuses on
tone production in all registers of the instrument (See Musical Example 20). Pilafian and
Sheridan suggest using the tracks found on the compact disc included with the book.67
However, using a piano or tone generator on a smart phone, such as TonalEnergy Tuner,
are more practical and modern options for individual practice.

Musical Example 21 Samuel Pilafian and Patrick Sheridan, The Brass Gym, Beautiful
Sounds, pg. 30.

“Beautiful Sounds,” an exercise based on the “turn study” attributed to Arnold
Jacobs, promotes smooth melodic playing throughout the range of the instrument 68 (See

67. Sam Pilafian and Patrick Sheridan, “Mouthpiece Workout”, The Brass Gym, Mesa, AZ: Focus
On Excellence, 2008.
68. Sam Pilafian and Patrick Sheridan, “Beautiful Sounds”, The Brass Gym, Mesa, AZ: Focus On
Excellence, 2008.
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Musical Example 21). This exercise consists of two phrases. The exercise is transposed
into all twelve keys. It was originally written for the CC tuba but can be played up an
octave on the F tuba. This octave transposition is more idiomatic to the F tuba,
encouraging an ease of production in the lower register while providing upper register
exercises that are similar to the phrases found in the second movement of Three
Miniatures.

Musical Example 22 Samuel Pilafian and Patrick Sheridan, The Brass Gym, Lip Flips,
pg. 80.

“Lip Flips” is one of the many flexibility exercises found in The Brass Gym (See
Musical Example 22). This exercise can also be easily adapted to F tuba by transposing
the exercise up a perfect fifth. Although this exercise is designed to build flexibility,
playing it slowly requires the tubist to focus on proper fundamentals – a strong and
34

steady air stream, proper tongue placement, air direction, and correct embouchure shape
– thereby reinforcing embouchure strength and facilitating endurance in the upper
register.
The next step in approaching the upper-register passages is to buzz them on the
mouthpiece. When buzzing, the tubist should focus on taking a full breath and creating a
strong air stream through the lips without excessive pressure. Ideally, the sound of the
buzz should contain fifty percent buzz and fifty percent air. The shape of the oral cavity
and placement of the back of the tongue help regulate the air speed as it reaches the lips
to create the buzz. Raising and lowering the jaw changes the shape of the oral cavity,
altering the of air stream speed as it passes through the embouchure. A smaller oral cavity
shape with a high placement of the back of the tongue facilitates faster air speed, causing
the lips to vibrate faster, resulting in a higher pitch. Shifting the tongue placement causes
a change in the direction of the air stream. If the tubist lowers the back of the tongue, the
air stream flows an upward angle. Conversely, if the back of the tongue rises, the air
stream flows at a downward angle. Lastly, the tubist should pay careful attention to
intonation while buzzing. Using a pitch reference such as a drone ensures that the passage
is buzzed accurately. As stated in the previous chapter, Jacobs’ Developing the High
Register is an excellent series to develop a consistent high register.
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CHAPTER V – ALLEGRO VIVACE
Movement III centers around a principal melodic motive and four additional
contrasting melodic ideas. The primary motive is based on the octatonic scale and is
found in multiple transpositions throughout the movement in both the tuba and piano
parts. The first contrasting idea is legato and tonal, then becomes more chromatic. The
second idea is sparse and chromatic, with the solo line doubling pitches in the piano. The
third idea is a call and response between the solo and piano that grows from the second
melodic idea. It is staccato and accented with harmonies based on seconds, thirds, and
sixths. The final contrasting idea is legato, based on the octatonic scale, and often doubles
pitches in the piano similarly to the second contrasting idea.
Although the tempo of this movement is marked identically to the first, Allegro
vivace, Plog intended this movement to be faster than the first.69 When choosing a
performance tempo, the tubist should consider the tempo set in movement I, as well as
the Faster marking at the end of the piece.
This movement requires many of the skills previously discussed: pitch accuracy
in complex passages, coordination of the fingers and articulation, upper register dexterity,
and endurance. Additionally, the movement also demands that the tubist possess a strong
double tongue and differentiate the more soloistic passages from those where the tuba
and piano play in duet.

69. Anthony Plog, interview by author, Zoom, November 15, 2019.
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Musical Example 23 Anthony Plog, Three Miniatures, Movement 3, mm. 1-2.

Several passages in Movement III are rhythmically similar to mm. 1-2, which
require most tubists to double tongue (See Musical Example 23). The first component of
clear, accurate double tonguing is breath support, which refers to the air pressure that is
created by contracting the abdominal muscles while exhaling. The tubist should take full
breaths whenever possible to maintain breath support. The second component is the oral
syllable. Forming the appropriate syllable in the oral cavity allows the pitches to speak
clearly and accurately. “Toh” and “Koh or “Doh” and “Goh” are used for the low and
midrange pitches. “Tih” and “Kih” or “Dih” and “Gih” raises the back of the tongue
higher in the oral cavity, creating a faster airstream for rapid articulations on higher
pitches.70 Tongue placement is critical for a clean double tongue. The tip of the tongue
should contact the gums just above the gum line. The tongue placement will change when
playing in the extreme upper or lower registers and if the upper palate is malformed. The
tubist’s air stream should function as one continuous stream of air that is briefly
interrupted by the articulation. One can practice this by verbalizing the syllables slowly,
then move to mouthpiece buzzing, articulating slowly then increasing in tempo. Finally,

70. Arban, Jean-Baptiste. Arban Complete Method for the tuba. Edited and Transcribed by Jerry
Young and Wesley Jacobs (Maple City, MI: Encore Music), 2000, 160.
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double tongue a single pitch on the tuba slowly, and only increase the tempo when the
articulation is consistently clean and accurate.

Musical Example 24 Anthony Plog, Three Miniatures, Movement 3, mm. 23-30.

Meticulous score study is required to identify passages when the tubist and the
pianist play in duet. In the second contrasting idea (see Musical Example 24), the pianist
plays consecutive eighth notes in both hands during rests in the tuba part. In the resulting
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“hocket” that every eighth note is the measure is played by one of the two players. In this
sense, both parts are equally important, and the tubist should consider the section as a
duet with the piano. Each tuba entrance should highlight the pitch played in the piano.

Musical Example 25 Anthony Plog, Three Miniatures, Movement 3, mm. 31-38.
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The third contrasting idea is a call and response between the two parts. The tubist
must strive to create an equal partnership with the piano by matching dynamics and
articulation (see Musical Example 25).

Musical Example 26 Anthony Plog, Three Miniatures, Movement 3, mm. 42-44.

In mm. 42- 44, the left hand of the piano plays the melody that was introduced at
the beginning of the movement. This section should also be approached as a duet rather
than solo and accompaniment (see Musical Example 26).
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Musical Example 27 Anthony Plog, Three Miniatures, Movement 3, mm. 45-56.

The final section of the piece begins at m. 45 and is marked Faster (see Musical
Example 27). The pianist begins this section, and the tubist enters in m. 51. The tubist
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should apply the same concepts discussed in mm. 23-30 in this section, though the slurred
sixteenth note phrases (doubled in the piano part) add a layer of complexity. The tubist
and pianist must agree on a tempo that facilitates accurate and synchronous execution,
rehearse this section slowly, and increase the speed to the desired tempo. In individual
practice, the tubist must isolate each phrase in slow practice, activate the valves in time
and use a strong air stream to ensure immediacy of response of each sixteenth note. The
tubist should also observe the gradual crescendo from piano in m. 51 to fortissimo in m.
66.

Musical Example 28 Anthony Plog, Three Miniatures, Movement 3, mm. 66-67.

In the commercial recordings of the piece, several tubists played the final two measures
with a ritardando that is not indicated on the part. The tubist should discuss these
measures with the pianist to ensure clarity and synchronicity at the end of the piece (see
Musical Example 28).
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Musical Example 29 Samuel Pilafian and Patrick Sheridan, The Brass Gym, Tongue
Coordination, pg. 22.

The tubist can supplement a warmup routine with the “Tongue Coordination”
exercise in The Brass Gym (See Musical Example 29). This exercise is centers around the
pitch C and is transposed into different scale forms: major, natural minor, harmonic
minor, diminished, and whole tone. The tubist should practice these exercises as written,
in different keys, and transposed up an octave to focus on the upper register.

Musical Example 30 Jerry Young and Wesley Jacobs, Arban Complete Method for the
Tuba, pg. 183.
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For additional exercises designed for double tonguing, Arban Complete Method
for Tuba, transcribed and edited by Jerry Young and Wesley Jacobs, contains multiple
exercises that vary in rhythm, range, and key (See Musical Example 30). Most of these
exercises can be transposed to another key to suit practice in any register.
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CHAPTER VI – SUMMARY
Daniel Perantoni and Custom Music Company President Fred Merrick
commissioned Anthony Plog to compose Three Miniatures for tuba and piano to address
the need to expand the tuba repertoire. Perantoni premiered the work to critical acclaim at
the 1990 ITEC in Sapporo, Japan. At Perantoni’s request, Plog arranged the piano
accompaniment for band, and Perantoni premiered the band arrangement of Three
Miniatures with the United States Air Force Band at the 1992 ITEC in Lexington,
Kentucky. The work is a necessary addition to the tuba repertoire, providing the tubist an
additional piece to perform with band.
Plog based the formal structure of Three Miniatures on the juxtaposition of the
individual playing styles of Roger Bobo and Daniel Perantoni, to whom he referred
specifically in our interviews. The alternation between aggressive and lyrical ideas is
reminiscent of Romantic character pieces, and the fast-slow-fast arrangement of the
movements harkens back to the sonatas and concerti of earlier musical style periods. The
exotic harmonic language and the use of complex meters and multiple meter changes,
however, explore the virtuosity of which modern tubists are capable.
The challenges for the tubist found in this work include endurance in the upper
register, multiple tonguing, coordination between fingers and articulation, and compelling
and organic phrasing. Throughout this dissertation, I have presented supplemental
materials to aid the tubist in the mastery of these skills. I chose these materials based
upon their relevance to the difficult passages and their easy-to-understand instructions.
Comprehensive knowledge of the score is imperative for a successful and
compelling performance of this piece. Meticulous score study facilitates a thorough
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understanding of both tuba and piano parts. This understanding enables the soloist to
identify motives in each movement, highlight musical ideas through their phrasing, and
identify and execute sections of the work that require an equal partnership between the
performers. A study of the score will enable the tubist to play expressively and with clear,
informed musical intent. This clarity of intent enables both performers to communicate in
real time without the need for distracting physical gestures.
The skills and experiences gained through the study and performance of Plog’s
Three Miniatures strengthen the tubist’s technical facility, enabling them to approach
other, more advanced works. The analysis and strategies discussed in this document will
further enable the tubist to give a compelling performance of the work.

46

APPENDIX A – INTERVIEW WITH ANTHONY PLOG, November 19, 2019
Interviewee: Anthony Plog
Interviewer: Steven Dixon
Date of Interview: 11.15.19
Location of Interview: Zoom
List of Acronyms: AP=Anthony Plog, SD=Steven Dixon UCLA=University of
California, Los Angeles

[00:00:00] SD: So, a little bit about you, I've read through your biography on your
website, and it doesn't mention much about you as a composer. However, it does talk a
lot about you as a performer, which a lot of my trumpet friends know of your playing. So,
do you want to give me any information about how you started composing? I did read
that you began at UCLA and you didn't have any formal training. Is there anything you
want to add to that?

[00:00:38] AP: Well, I never had any formal training. I was lucky because I played a lot
of chamber music and over the course of my playing career I played in a lot of orchestras.
So, I was surrounded by Tchaikovsky, Beethoven, Mahler, and people like that. So that
was sort of my training, just playing great music. When I was a student at UCLA, I was
totally into playing the trumpet. I remember studying one composer and thinking why
would anybody want to compose when they could play the trumpet? I was such a trumpet
jock in those days. I played in a brass quintet and I wrote a piece for brass quintet called
Mini Suite, which was about four minutes long, and it was published by a person, a
composer and publisher, who was really like a mentor to me. His name is Bill Schmidt,
William Schmidt. He's done a lot of brass music. From that point on, maybe every couple
of years I would write a short piece for brass. And then eventually, I think around 1980, I
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wrote a piece for Wind Ensemble. My first piece was for brass octet and then a piece for
wind ensemble. I gradually kept writing until 2001; I quit playing the trumpet and then
really went for it. I retired from teaching, I'd say probably around 2017 when I quit, I
finished at Oslo, I had a 60 percent position with the Norwegian Music Academy. So, it
came up very slowly for me. I had an experience in December of 1989 when I was in
Berlin and I was playing a couple of Christmas oratorios and a couple of solo concerts
with trumpet and organ. I had one free night and I went to see Romeo and Juliet, the
ballet, which is one of my favorite pieces, and just something happened that night and I
decided to be a composer. Even if I fail totally as a composer, I can say my profession is
the same as Prokofiev. So, if I must point to one moment, that would be it. But it was a
long progression from just sort of doing it is almost like a hobby, one piece every couple
of years to now looking at it like as a professional.
[00:03:04] SD: Ok, now moving forward and narrowing it down to composing for the
tuba. How did you get into that and what sparked you to get into that medium?

[00:03:22] AP: I think in a way, it was by chance. I played in the Summit Brass and The
St. Louis Brass quintet with Dan Perantoni. I think Three Miniatures was the first piece
that I wrote for tuba. That was written Dan. When I was living in Los Angeles, I would
play extra with the Los Angeles Philharmonic when I was going to UCLA and just
slightly after, the tuba player was Roger Bobo at that time and Tommy Johnson when
they two tubas, which was phenomenal tuba section. Roger was a very aggressive player
and Dan was lighter and sort of elegant. I had those two sounds in my mind. I say
basically after Three Miniatures people asked me to write pieces for them. In fact, I just
48

finished a piece, although this was my suggestion, for Dan and Demondrae, a double
concerto for tuba and euphonium.

[00:04:23] SD: OK. That's exciting.

[00:04:25] AP: We'll see how that works. I hope it's OK. OK. I haven't heard it yet.

[00:04:29] SD: So, moving a little bit further to talking about some specifics with Three
Miniatures, part of my lecture recital is going to be discussing the first movement and
some of the idioms you use. You have the melodic line mirrored by the piano, but the
piano is playing in a very vertical stack while the tuba is playing melodically. I also
notice that in the other piece that I'm going to be discussing in my lecture recital, Sonata
for Tuba, uses that same technique. Can you talk about that technique a little bit? What
were your ideas behind the first movement or all of Three Miniatures as a whole?

[00:05:41] AP: Well, I think about Three Miniatures. I'm not sure what technique I'm
using since I'm a non-trained composer. On occasion someone will do a paper on a piece
of mine, I get it back and look at it; I would have no clue that’s what I was doing. In my
writing for brass, I tend to be a very rhythmic composer. So, I think that obviously with
within three eight four eight, it's a rhythmic thing. The piano really accentuates that.
What was the technique that you were referring to?
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[00:06:29] SD: Yes, in the first bar, in the piano, you have a C G in the left hand and in
the right hand you have a B flat against the C, but these same pitches are in the melody
arranged the same way. What made you choose that sound? I know it's not a direct like
technique, but it's a very interesting way of composing. To be honest with you, I've done
a lot of score study with a lot of the pieces that I played and haven't seen anything quite
like this. It's pretty cool.

[00:07:13] AP: Huh? (Laughs) Well, that's great to hear. I know what you're talking
about now. I'm not sure that I do it as a conscious thing. And if anything, that makes me
sort of happy, because I would have thought of that as being maybe a weakness. I'm not
sure, I guess I just wanted the melody line to match the harmony and the harmony to
match the melody. It was a long time ago that I wrote that so I can't really remember, but
I think I probably wrote the melody and then added the chords. I just wanted the chords
to fit into the melody that was being played.

[00:07:59] SD: Another theory nerd question that I have is…

AP: I don’t think I have the answer. (Laughs)

SD: No, no, it's very it's very general. Do you have a tonality in mind or is just a melody
that kind of just springs from the pen and you're like, oh, I need some harmony to
accompany this?
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[00:08:22] AP: Well, very rarely does someone just spring out of the pen, unfortunately.
Usually, I do it both ways. Some of the time I write the melody first. Occasionally for
concerti, possibly more, I might write an accompaniment figure for eight or sixteen bars
and then write a melody over that. I tend to sort of sketch out a piece of something like
Three Miniatures, which is only for two instruments, is a little bit different. But in
general, I tend to sketch out a movement and then fill things in. It’s been a long time and
I forget exactly how I get that. But yeah, I probably got the melody and then the
harmony. I'm not sure if that answered your question.

[00:09:25] SD: Going back to just the logistics of Three Miniatures and the commission.
In my research, I did read that you wrote it in 1989. It was premiered in Japan by Dan
Perantoni. Where did the commission or do you remember anything about the
commission from Custom Music or any information about that you'd like to share with
me?

[00:09:48] AP: That's a long time to go, so I don't really remember that much, but I think
Dan and Custom Music went in on it half and I was just getting started as a composer. So,
it was not a big commission fee at all. But I was happy to do because I want to write a
piece for Dan. He’s been a good friend for many years, and we've shared many playing
and dinner experiences together. Dan got custom music involved in it, but I don't
remember the specifics. It was not a big commission or anything like that.
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[00:10:44] SD: One other question before I move on to the Sonata. When you are
composing what is your thought process? What is your creative process? Let me just put
it that way. When composing for tuba, how is it different from other brass instruments or
other mediums?

[00:11:15] AP: That's a really good question, and I'm not sure that I can give you an
answer on that. I don't think I compose any differently for the tuba than any other
instrument. I think the tuba can be just as much a solo instrument as any other instrument,
because I've heard great tuba players and they do a wonderful job with the pieces that are
written for them. I think for any instrument you realize, especially brass instruments they
have different instruments, you have different sorts of attacks that they make in terms of
the way they play et cetera, et cetera. So, I think I take that into consideration. But I think
maybe a better way to answer that is what I've written for tuba. I have to really aggressive
things, I have Roger Bobo in mind and for the sort of lighter things I have Dan Perantoni
in mind.

[00:12:15] SD: All right. Moving on to the Sonata for Tuba especially the second
movement, which it is bustin’ my hands up. It is a challenge.

AP: It’s because I am a trumpet player. I’m sorry about that. My apologies. (Everyone
laughs)
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[00:12:32] SD: Well, that answers one question. Just doing a comparison between the
first movement of Three Miniatures. You use that same kind of idea of where you have
this melodic line and the piano mimics that particular sound on…

[00:12:57] AP: I don't the music in front of me. Is that the moment where it goes back
and forth between tuba and piano?

SD: Yes. Why did you choose that movement to be muted?

[00:13:16] AP: I think just a color change. Because when I wrote the first movement of
the Sonata, and especially starting in the first moment, I wanted it to be a lot different
than Three Miniatures. Three Miniatures is a very sprightly, brilliant, and energetic. I
guess that would be the best way to do that piece. I wanted the Sonata to be more of a
reflective sort of piece. In the second movement, using the mute, I want to get more
contrast with the first movement; In sound and in the fact that it is faster, more energetic.

[00:14:07] SD: You have metronome markings for all your movements in the Sonata, but
in Three Miniatures you have no metronome markings. You just give us you just give us
some directions, like in the first movement Allegro Vivace. I hate to jump back to it, but I
forgot this question. One of the big points that I'm going to make in my lecture recital is
tempo. When I began to learn Three Miniatures, I listened to a recording by Øystein
Baadsvik and he just kills it. Then I listen to other tubists play with wind ensemble or
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with piano and it's at a slower tempo. So, the question is ideally how fast should the first
movement be?

[00:15:45] AP: (Laughs) Somebody once asked Abraham Lincoln, how long should your
legs be? He said, long enough to touch the ground. (Everyone laughs)

[00:15:53] AP: So, let me go back to your first question about using Metronome
markings because it it’s sort of a funny story. Both pieces are published by Editions Bim
and the president of Editions Bim for years and years and years was Jean-Pierre Mathez,
who's retired, and his son, Jeremy, is taking over now. So, after Three Miniatures was
published, it got a lot of performances. And Jean-Pierre heard it at several ugh… I only
know the word now in German… competitions. And like in the second movement, they
would do it really slow. For example, there are like different tempi in the first movement.
Dan Perantoni, for example, and Øystein. Is that how you pronounce his name?

SD: Øystein, yes.

AP: OK. So, Jean-Pierre just really got on my case about using Metronome markings. So
that's because he told me to do that, and I think it's basically a good idea. One thing I
know about pieces is that different tempi sort of makes it into a different piece. When I
wrote it, I won't say that it must be a right or wrong tempo, but where I wrote it, my idea
was more like (Sings the first two measure of Three Miniatures) It's sort of a nice,
relaxed, light, Non-virtuosic. The last movement would be the movement that had more
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speed to it. The first movement would be more a relaxed sound. Now, Øystein is that
right?

SD: Øystein, yes.

AP: Øystein is playing it really fast and there's another according to somebody is playing
it really fast and that's not what I had in mind at all. I think it works. For me at least, I
think it works better when it's slower. On the other side of things, I wrote a double
concerto for two trumpets where the last movement; I wanted double tonguing (Sings the
double concerto) here it goes back and forth between the two trumpets on piccolo
trumpet. That was recorded by the two trumpets in the Berlin Philharmonic, and I
conducted. On the recording, they wanted to go (Sings the double concerto slower) So we
did that tempo. And again, this just sort of a slightly different piece. I think I prefer the
faster tempo, but it could just be that's what I'm used to. I think if you listen to any great
artist or artist playing a piece of music, you're not going to get the same tempo from same
player who made different recordings years apart. Sometimes the tempo is radically
different. I think I prefer the slower tempo. If that makes tuba players happy, then all the
better.

[00:19:04] SD: Well, that is interesting. The first point that I'm going to make in my
lecture recital is how the performer should address tempo in the first movement. What I
did was I define the tempo markings and what I found was a little bit interesting. I
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assumed that your tempo markings were not to indicate tempo but to indicate the feel.
You confirmed that I was correct to assume so.

[00:19:50] AP: What you do is it the way you want to play it and then you can to say
that's what I told you to do. (Laughs) Just do it your own way.

[00:20:01] SD: Regarding tempo, I have been listening to multiple recordings as a part of
my research. I listened to as many recordings as I can find. I went to the wacky world of
YouTube and found Michael Lind playing on Norwegian radio Three Miniatures.

AP: Really? I haven’t heard that.

[00:20:22] SD: OK, yeah, it's on YouTube. He's one of my favorite tuba players. It is
interesting, with the information that I have now, in regard your vision and the way that
he approached the music, it is in line with a lot of things that you had described the piece
to be. His tempo was a little bit slower, as well as Roger Bobo, which I've listened to all
this stuff, and I know he can play it faster, but he just chose a slower tempo.

[00:21:02] AP: You said I wrote the piece in 1989, 1990. In 1992 I did sub with the
Stockholm Philharmonic for a couple of weeks in Japan. Michael was playing that tour. I
don't think we ever talked about Three Miniatures.
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[00:21:22] SD: Did you have anybody in mind when you composed the Sonata? Did you
continue to have in mind Dan Perantoni and Roger Bobo?

[00:21:41] AP: Well, you know, it's written for a consortium of tuba players. Maybe a
little bit of Dan again, I would say Dan again and for the aggressive things maybe Roger.
This is maybe giving away some things I shouldn't give away. But the opening of the
Sebelius violin concerto, I think it's beautiful and it's a very long phrase. That was sort of
the idea that I wanted to have. A very calm line that hopefully would be expressive, but
that was just really calm. I guess if I if I was thinking of anyone, maybe Dan Perantoni.
But I can't remember exactly what I was thinking of when I was writing it.

[00:22:50] SD: I think that kind of answers everything. Is there anything you would like
to tell me in addition about any of these two pieces?

[00:23:26] AP: No, I can’t. I'll say one thing. One thing about the Sonata that I'm still not
sure about. The difference between writing a piece of music and playing an instrument is
when you make a mistake playing an instrument, you can't stuff it back into the horn. We
go out on stage and we make a mistake and feel terrible afterwards. What I do is after the
first performance, I make revisions, which I did on the Sonata. I made several revisions
and so hopefully when it's published in its final form. It's like to play a concert without
making a mistake. Hopefully you do the best you can do. I'm still not sure about the coda
in the last moment, if it works or not. I heard a couple of recordings where it works.
Where it really sounds like an end to the piece, but I'm not so sure about that. Maybe if
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you play it for the audience, you can take a poll afterwards and ask them to think that it
was a good ending or not.

[00:24:36] SD: Definitely. Anthony, thank you so much for your time. That's all the
questions I have for right now.

[00:24:44] AP: If you have any other questions, just let me know. We can do this again
whenever it's convenient for you.

[00:24:48] SD: Yes, sir. Thank you so much. You have answered a lot of questions.
Thank you so much!
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APPENDIX B – INTERVIEW WITH ANTHONY PLOG, DECEMBER 8, 2020
Interviewee: Anthony Plog
Interviewer: Steven Dixon
Date of Interview: 12.8.2020
Location of Interview: Zoom
List of Acronyms: AP=Anthony Plog, SD=Steven Dixon

[00:00:04] SD: Let us begin the begin. How did you meet Daniel Perantoni? Do you
remember any details about your first meeting?

[00:00:46] AP: I met him at a baggage claim, and I guess it was Colorado because the
first time I flew up to play with the Summit Brass. He and David Hickman put that
together. Gene Porkorny and Dan Perantoni were the two tuba players. I remember we
sort of bumped into each other getting our luggage, and that's the first time I met them.
Later, we played about five years with the St. Louis Brass Quintet, a group that he had
played with for years. I first met him as a trumpet player, and I knew of him sort of but
didn't really know him. It was a great group, and we laugh a lot. Dan was quite often the
ringleader. So that's how we met.

[00:01:47] SD: How did that relationship form into a commission with Custom Music?

[00:02:01] AP: You know, if I if I had to do a presentation to get… Is this for your
Doctorate or Masters?

[00:02:08] SD: Doctorate. Yes, sir.
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AP: OK, I would fail. (Everyone laughs) I honestly, I don't remember if he asked me or if
I suggested it to him. How I remember this… I've been married now for a long time,
almost 30 years. My wife and I were just going together then and she took a picture of me
at old crummy $200 piano. I sort of starving. I was composing the Three Miniatures. That
was, I think, maybe 1989. I could be completely wrong in these dates, but I think that was
maybe 1989. And so that would have been after the Summit Brass. I'd written a piece for
Summit Brass called Four Miniatures for Brass Quintet. I think it was probably Dan's
idea, but that's just a guess. You could ask Dan and see what he says.

SD: We have something cooking for some time this week. He is currently moving. I
wanted to interview him first then ask any follow up question that I may have afterwards.

[00:03:24] AP: If you want to do this again, if you have follow up questions, let me know
and we can do it. That's not a problem.

[00:03:29] SD: Ok, thank you so much for that. Yeah. So, this does not have anything to
do with the dissertation it is just something I wanted to ask. Did you ever think Three
Miniatures would be the mainstay in the tuba repertoire?

[00:03:45] AP: No, no. I had no idea. It's funny because I've had several pieces that I've
written that I think are really strong pieces and they don't do anything. They don't sell that
much. I've had some pieces that I think are OK, pieces that do really well. I'm just not a
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very good judge of that. I've had several pieces that were sort of like Three Miniatures
where at the beginning it didn't do much or was not so popular. Dan had a recording of it.
I could be wrong on this, but I think Roger did a recording of it and that sort of having a
second or third recording got it going. And then if it gets played on competition or
something then that helps too. But when I was writing it, no. I was pretty early on in my
career as a composer so, I'm not sure exactly sure (laughs) that was a long time ago.

[00:04:57] SD: To follow up with that question, did Perantoni to offer any insight into
writing for the tuba to give you some guideposts? Did he suggest things to put in the
piece or take out the piece?

[00:05:15] AP: Yeah, I'm almost positive that he didn't suggest anything. When I wrote
the piece, I had two tuba players in mind, Dan and Roger Bobo, because I'm from Los
Angeles. When I was young, I would play extra with the Los Angeles Philharmonic.
When they hire extra players, that means it's usually a big piece. So, I'd play like on The
Rite of Spring, which has two tubas or Symphonie Fantastique or something like that. The
tuba players were Roger Bobo and Tommy Johnson, which was not such a bad tuba
section. One thing about Roger's playing was that in those days, and at least to me, it that
he was an aggressive driving player. Dan, to me seems more like a lighter player and
more lyrical. For example, the first movement I was thinking of Dan and the (Sings first
four measures of Three Miniatures), just sort of a light feeling to it. Then the last moment
and a couple of the loud places sort of in a place, I was thinking more of Roger.
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[00:06:30] SD: Did you write the movements in order or did you write the third
movement and then you went back and did something different?

[00:06:50] AP: I really don't remember honestly. I would say almost positively I was
writing different movements at the same time. What I've done throughout my life as a
composer is, I work on several projects at the same time. I'll have a big project like an
orchestra project or a wind ensemble project and then a smaller project. I don't know if
that was the case with Three Miniatures because I was not doing that much composing at
that time. I would think for sure that I was the different movements at the same time. I
would work a little bit on one movement and maybe I'd get a little bit burned out or
something, and then I would go to another movement. And I think there are some
composers that deal with burnout. I never have really had to deal with burnout or being
blocked, because if I come to a dead end and something, I just move to something else.
That something else might even be engraving. So, I'm still putting in the time but I'm not
I'm not stressed. I'm rambling here, so stop me if I'm…

[00:08:11] SD: No, no, no. This is all great.

[00:08:16] AP: One of the main things about composition is just putting in the work. I
have a couple of quotes at the piano. One says, “Inspiration is not for amateurs.” My idea
is just to do the work, whether it's going well or not. I remember I had a couple of times
where I spent two hours sitting at the piano and until maybe the last ten minutes,
basically nothing came. Two hours of practicing or six hours of practicing and it's a bad
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day but it's not that hard to deal. But two hours sitting in a piano and you can't think of
anything is just awful. But in a way, for me, that was really good because it was building
my discipline chops. If I can sit at the piano for two hours and nothing is happening,
when things are flowing then it's a breeze. Actually, the next morning, usually in my
mind while I was sleeping, would sort of formulate some sort of solution and so it would
work. To answer your question, I'm pretty sure that I was composing all three movements
in the same time period. Rather than doing the first movement and then the second and
the third movement.

[00:09:36] SD: Let's talk about the title Three Miniatures. Does it have any significance?

[00:09:47] AP: You know, the guys are on your committee are going to hate this. But I
think it basically sort of what should I call this?

SD: Ok.

[00:09:56] AP: Titles are sort of hard for me and occasionally I'll come up with a good
title. But a lot of time, I don't know if I'll think of something. So, there's no magic or
meaning behind the title. Outside of that, they're just miniatures, you know, they are just
sort of small movements.

[00:10:14] SD: Speaking of that, you made mention earlier about the first movement
having the feel of a dance. Let's talk about the second and the third movement. What did
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you have in mind in the second movement? What was the overall mood that you wanted
the performer to express in the second movement?

[00:10:40] AP: Well, obviously lyrical.

[00:10:45] I'm having to think about this now. The difficulty in answering a question like
this is when you write, at least for me, I don't know how to compose think, but I'm not
thinking, OK, in this movement I'm going to express happiness or this or that. Deep
down, you're thinking of what you want to express, but I'm not putting it in concrete
terms. There's a great quote about Mozart and I forget who said it, but it was “Every
happy phrase of Mozart has a little bit of sadness in it and every sad phrase of Mozart has
a little bit of happiness in it.”; Which I think is wonderful. But I think on that piece, I
wanted it to be calm and reflective. It is not meant to be a really dense movement. I'd
have to think about that. Just to be more expressive, calm, and a real contrast with the
first and third movements.

[00:11:50] SD: Ok, and the infamous attacca at the end of the second movement…

[00:11:58] AP: Is it that infamous? (Laughs) I had no idea.

[00:11:58] SD: I have an older edition from undergrad and the latest edition. I noticed
that the attacca is not in the newest edition, but it is in the first edition.

64

[00:12:20] AP: Well, OK. I'll have to contact them. I was going to call them today
anyway, so I'll mention that. I should be in; it should go straight into the last moment.

SD: Could you tell me a little bit about this? About the attacca and your thoughts behind
it?

[00:12:48] AP: With certain moments when they go into another moment, they could
crescendo into that movement, or they could sort of dwindle out and immediately a
change of pace. That's what I wanted, that all of a change of pace. So, it is supposed to be
attacca and I don't know. When you defend your thesis, I think they call it or something,
you can say, boy, this composer, he's totally clueless. He has no idea what's going on.

[00:13:28] SD: No, I think it's cool. I got a buddy of mine; he's doing his dissertation on
some younger composers. I was just thinking about the conversations he and I had
comparing you to some of the younger guys and the differences in process. It's really
fascinating.

AP: Really? How so?

SD: OK, for an example, the gentleman that I'm referring to, his name is Mark Whitfield.
He is a fantastic trombonist, and he's interviewing a composer by the name of all Joseph
Buono. What inspired Mark to write about Buono is he heard and played the piece Elegy
for Trombone and Piano. When doing the initial research, he discovered that the work
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was really emotional, and it explores the emotions around the five stages of grief. He
would say at this bar here I wanted to express anger and, later on acceptance and things
like that. And I'm like, man, it's cool and I'm talking to you. And you're like, well. What
do you think? And I think that's cool.

AP: The thing is I have for sure written pieces with… Three Miniatures was not one of
those pieces. But I've written pieces that have a real emotional content to them. It could
be grief. I've written two pieces for friends of mine who had friends who died. I've
actually written a couple of operas that are very tragic where people die. I think it
depends on the type of piece. I mean, I guess at least in my case, what you're talking
about is maybe programmatic music versus abstract music. I would say that that
especially in the first and third moments are towards the abstract side of things. And the
second movement is not programmatic, but more emotional. I've written a number of
pieces where, I mean, I'm starting out with an emotional intent, trying to convey a certain
thing that I might not be so specific like this downbeat something happens.

[00:16:12] SD: Right. What's interesting is going into our conversations that we've had, I
would have programmed thoughts in my head. When I talk to you to find out that it is not
as programmatic as I thought initially, it is surprising. I find that a lot of students in the
school of music have a tendency to try and create a program when it's not there. John
Stevens came to Southern Miss and he really opened my eyes to thinking abstractly. It
was like; Why can't music be for the sake of music? And if you were to play music for
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the sake of music instead of attaching an emotion to it, that's a feeling in itself. And I was
like, WOW! Mind Blown!

[00:17:14] AP: Yeah, that’s right. But I don't think it is either or. I think it can be many
different things. When I listen to pieces where I have an emotional reaction I will, in my
mind, some of the times have a program going. I had an instance one time where Chicago
Symphony was playing Mahler's Fifth in Baden-Baden, which is maybe an hour and a
half from where I live an hour to an hour and a half. I drove up and I spent the day with
Michael Mulcahy. I don't know if you know him. He is a trombone play with the
orchestra. We had a wonderful day and then they did Mahler's Fifth. Adolph Herseth was
seventy-seven at the time. Played great, but they started the piece with the trumpet
fanfare, and I had no idea what I was doing in my mind until the orchestra comes in.
When he played that, in my mind, I was on a on a grassy knoll looking in the distance
and a funeral was taking place. And I was observing this as an observer. I was doing this
without even realizing I was doing it. It was only when they hit that chord that I realized
that I was doing. When they hit that chord was just sounded immensely tragic to me. In
this scene, I realized that was a family member so that I was not just sort of observing it,
but it was actually part of my being. I had no idea I was doing that. I would think it is
natural to have programmatic ideas about a piece that could just be abstract too.

[00:19:01] SD: That's interesting.
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[00:19:04] AP: I think everybody has different feelings. And I really don't think that one
feeling is the correct feeling. I think everybody's the same and everybody's different.
How they hear music and how they approach music.

[00:19:19] SD: Correct. For the sake of documentation, I wanted to make sure I wasn't
leaving out that question. So that when I write about Three Miniatures, I can say, from
the composer, it is abstract music. However, he gives you the freedom to bring it to life.

[00:19:40] AP: Yeah, yeah, yeah. That's a very good way of putting it. The thing is, even
if it's programmatic music, if you think Strauss or Mahler, there is going to be different
interpretations of it.

[00:19:55] SD: I want to discuss the premiere, if you don't mind. The premiere happened
in Japan. Were you nervous going into the premiere?

AP: No, because I was in Germany. (Laughs) I knew Dan was going to play it over there
sometime, but I had I really didn't know exactly when it was or anything like that. So,
there were no nerves involved at all.

[00:20:42] SD: Do you ever get nervous with the premiere? When I was doing my lecture
recital, I know I did a good job and I had a lot of interesting information about you, and
this piece. And what spawned this to becoming a dissertation is that Dr. Perry, my
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professor, and a lot of tubists who checked out shows like, wow, I didn't know this. I
didn't know that. I began researching articles and discovered that no one wrote on Three
Miniatures. So, Dr. Perry asked, Why don't you do the whole piece? And I'm like, yeah.

[00:21:17] But the nerves were through the roof because…

AP: Was it about playing, talking, or both?

SD: Both. I felt that I had a really good presentation. I felt I was playing really well, but I
just didn't want to go up there and seem incompetent or don't do the music justice. So, I
was just coming from it from that perspective. Did you have those same feelings?

[00:21:50] AP: I mean, it's two different things, playing and composing. When you
compose and you write something that doesn't work, you just erase it. When you play a
mistake, you can't stick it back in. One of the things about composition is, you fail a lot or
depending on the composer, I guess. So like when I start a piece now, I'll write, let's say
Three Miniatures. I will write Three Miniatures sketches, and I'll write a bunch of
different ideas.

(Someone rang AP’s doorbell, and he went to answer it.)

[00:23:15] AP: As a composer, at least for me; I haven't talked to other composers about
this, but one of the most critical things as a composer for me is what material do I keep
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and develop and what material do I throw out as no good. I hope as time goes by; I'm
getting better at that. But it's different as a performer. I was a trumpet player for a great
many years. I'd have times where I'd be quite nervous on stage, other times when I'd be
very cool. But as a composer, if I'm going to be nervous it is usually at the first rehearsal
because I'm not really sure how the piece is going to sound. Almost always I will be
nervous at the first rehearsal, but by the content then I know how it's going to be. I know
if it's going to be a strong piece and then I can relax. And if it's not such a strong piece,
then then I'm going to have to suffer through it. But that's the way it goes.

[00:24:24] SD: Did you get any feedback about piece after the premiere?

[00:24:42] AP: You know, the only thing I remember is there was a review in maybe the
Tuba Journal or something like that. It was a positive review. Maybe Dan wrote
something to me, but I don't remember I really don't remember that much. It didn't seem
like it was that big of a deal or that it would be a piece that ended up being played that
much. You never know. Ask Dan about this and he can give you a lot more information.
But I don't think there was that much interest in the piece in the beginning. But I could be
totally wrong on that too.

[00:25:34] SD: I was too young to have to deal with this level of lit at the time. I heard
the piece, and I was blown away. I thought it was a tough solo and I am not going to be
able to play that. Did you write the arrangement for wind ensemble?
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[00:26:17] AP: Yes, I did all of that.

[00:26:19] SD: What version do you think best express your ideas for this work? Would
it be with piano or with wind band?

[00:26:31] AP: That's a really interesting question because I've done a couple of other
pieces where I've done an arrangement for wind ensemble as well. I was really, wouldn't
say shocked, but really surprised when the first time I heard the wind band version, which
was a recording, I forget who did the premiere of the band version. It might have been
Dan, but I don't think so.

[00:26:58] SD: It was Dan, it was the Air Force Band in Lexington, Kentucky, the
following year.

[00:27:04] AP: OK. I'm not sure if that's the recording I heard, but I remember at first
being surprised. And the more I listened to it, it was sort of a different piece. I don't think
it's necessarily I preferred one over the other. I was surprised at how an orchestration or a
different version could really make it sound like a different piece or have a different
personality. I think had I orchestrated a different, it would have been there and a different
piece in a way.

[00:27:43] SD: Let's get into some details with the second movement.
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[00:27:51] AP: I don't even know if I have a score at home, so I don't have a score in
front of me. So, you'll have to talk me through this, OK?

[00:27:57] SD: No problem at all. I really like the second movement. When I first played
this as a younger gentleman, I didn't get it. I think I had not been exposed to a lot of
different types of music. During that time, I was into young folk stuff. Now, I am more
mature and into different things. I've read a whole lot more books and would say that my
choice of literature really kind of helped me having a different appreciation for things that
may not be so clear cut.

AP: Music literature or book literature?

SD: Book literature.

AP: Like what? Who are some of your favorite authors?

SD: Stephen King, number one on the list in and a close second is John Steinbeck.

[00:28:57] AP: Oh, really? Because I think I've read just about everything Steinbeck and
I read a lot of Stephen King too, are read Steinbeck. Have you read Steinbeck huge book
of his letters? It's about eight hundred pages long.

SD: Yes, sir.
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AP: It is almost better than any of his books. I have not read the journal for when he
wrote East of Eden, but I read the journal that he wrote, I think it’s called Working Days.
He kept a journal when he wrote The Grapes of Wrath, and that's really wonderful.

[00:29:27] SD: I ran across a paper back where he was doing journalism work out in
Russia after World War I. And that was really interesting, just the political climate there
after the war through his lens. I can see how that shaped things like Winter of Our
Discontent, which is one of my favorite books. I know it's not the big cornerstone work
that people think about when they think Steinbeck, but that's the one I like best.

[00:30:07] AP: I was freelancing still in Los Angeles and I played… Do you remember
the show Sweeney Todd?

SD: Yes.

[00:30:18] AP: You can see it on YouTube. I did Sweeney Todd. George Sweeney Todd
and Angela Lansbury was Mrs. Lovett. I think it was either an 8 or 11 week run. In the
pit, you have a lot of free time. So, I think I read five Stephen King books during that
time. I don't know if you know the music for Sweeney Todd, but a lot of times when a
scene would be going on, it just be this really ominous sounding organ music. And it was
just perfect for Stephen King. It was really great. It was a great show. So, I enjoyed
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playing it just because it was a phenomenal show. But it was also really fun to read in the
pit there.

[00:30:58] SD: Awesome. Second movement of your piece, there's some things that you
did that I'm curious about. Measure 1 is untimed and marked freely. However, in the first
metered measure you use the same melodic material as the unmetered measure. What was
going on in your mind creatively when you wrote those measures?

[00:31:56] AP: Yeah, well you're asking all these really good questions and I am doing a
terrible job of answering them. I think the beginning was more like sort of an
introductory cadenza and it ends that way to being free at the end. So, this sort of like a
bookcase. I guess then once it gets into the regular time of just. I don't know, you know,
I'm trying to think of when I when I wrote it, it's sort of like I just did it, you know. And
so, I'm not sure exactly how I can answer that. I mean, it's a good question. I think a lot of
things when you're doing anything creatively and I want to be too mysterious about this
or anything, but when you're doing something creatively, you just sort of do it instead of
thinking about it. For instance, I heard of this this acting class for beginning actors, very
famous class, I think, in New York, where the first lesson was to walk from where you
are over to a table where there's a glass of water, take a take a drink from the glass and
walk back, and you're being filmed the whole time. And they say act natural. And all of a
sudden, instead of doing something that you would do every day, you start to think about
how to do it and then you become blocked and you don't look natural because you're
trying to look natural. And I think I think some of the times writing is that way, too. I
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mean, it's sort of a balancing of intuition or instinct, just sort of writing, going with the
flow and then also, I guess you'd say. Intellect or being critical of what you're doing, and
I think when you first start something, you can't be critical, you just have to write. There's
a wonderful book on creativity by Ray Bradbury called Zen and The Art of Writing,
which is a take-off of Zen in the art of motorcycle maintenance, I think. And he says
what you do is you write and you just go and you just you just write. And then the next
day you come back, and you look at it and you see if it's good or bad or indifferent. And I
think sometimes with composing or maybe a lot of times at least with me, it's the same
thing. I write and then I can go back and look at it and see if it works. And obviously I
have certain ideas if this is what I want to do with the theme or here’s how I am going to
use the theme here or why does that work or why does that not work? So, while I'm
writing, I'm also thinking about different things. But an awful lot of it, I think, is just sort
of how do you get an idea? I don't know. I just sit down and write, and something
hopefully comes out that's decent. And I think if you think about it too much, you're
going to end up blocking yourself. That could be a rationalization for saying, I don't
know.

SD: It makes sense to me. The reason that I bring this up is because any time especially
in literature, an author was to repeat something, it is the authors attempt to bring attention
to it. For an example if the author were mention multiple times There's a rock right next
to the chair and then the scene changes. I would think, why did he bring attention to that
rock? And I felt that that's what you did there in the second movement. Like I'm by
myself and I'm playing this beautiful line. And then it comes back in and it's the same
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melodic material. I'm going to ask him what's going he trying to bring my attention to this
for a reason and what I'm what conversation should I be having with the audience
musically with this particular juxtaposition?

[00:36:06] AP: Yeah, the rock next to the chair is, I think, a good way of looking at it. I
agree we're getting into a pretty interesting discussion here, and so I have no idea if I'm
right or not about this, but I think when a writer puts the rock next to the chair, some of
the times they'll do that and that's going to be a really important aspect to the book. You
know, maybe the rock signifies something, or it could just be a sort of a little feature that
they have, and the reader can maybe figure that out or not figure it out. How do you want
to go, for example, like we were talking about Steinbeck and I think when he was talking
about Grapes of Wrath, he said there are five layers to this work. The outer layer, which
is the story, and then you go to the second layer and all these sorts of things. And so, with
certain works, they're going to be more layers and with other works going to be fewer
layers. I'd say with the Three Miniatures, since it's just it's more of sort of a light piece,
there are fewer layers interpretation that you would have or something like that.
[00:37:29] SD: Anything that you want to bring up about three minutes is like something
that you would say that you want the performer to really pay attention to or a moment in
the piece that you're really proud of?

[00:37:52] AP: I don't think there's a moment in the piece that I'm really proud of. One
thing that is interesting to me in this sort of goes back to what we were talking about with
the wind ensemble piece versus the piano piece is I've heard recordings of this with a
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tempo, especially in the first movement, can vary greatly. So, the tempo that Dan takes is
the tempo that I was thinking of when I wrote it which is something like (Sings the
opening measures of Three Miniatures). But then there have been a couple of recordings
that were sent to me, like (Sings the opening measures of Three Miniatures faster). That's
not what I was thinking of when I wrote the piece, and it just sort of makes it a little bit of
a different piece, it's not you could argue for or against, I guess, a faster tempo, on
musical terms, not on technical terms. Hopefully a faster tempo was played fast for
musical reasons rather than technical reasons. For me, I think I prefer the slower tempo
because then it sets up the last moment as being the faster tempo.

[00:39:05] SD: I made that assumption in my lecture recital and I'm happy that I nailed it.

[00:39:14] AP: Yeah. OK, we're on the same, same page as far as that goes. I don't want
to be critical of somebody if they do a great recording, but it's a faster than I thought of.
But I think in developing an interpretation of any piece, I think you and I'm talking more
now as a player or ex-player, you not only have to think of how the transition is from the
beginning of the moment to the end of the movement, what the form is and what's
important and what's not important. So that supplementary or transitional material doesn't
sound like the main material. And then how does the first movement relate to the last
movement? How do they all connect? And how do you have these really interesting
things that also have an overall arching form to the piece? And I think that's one of the
difficulties. I think I've never conducted a symphony, but if I was going to conduct a
Mahler symphony, I would think that one of the difficulties would be there are all these
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unbelievably great moments, exciting moments, deep moments, sad moments, you know,
the range of human emotion. But you have to have an overall arching form too. You start
at C sharp minor and then up in D major with the Fifth Symphony or A minor and end in
A minor in the Sixth Symphony. You have this overarching form, but within the
overarching form, that has to be the main thing. And that's the big picture and it's the big
picture. Then you start going into the smaller aspects of the interpretation.

[00:40:55] SD: What would you say is the big picture for Three Miniatures?

[00:41:03] AP: I'd say there probably is no big picture if that I hope that's not too
disappointing, just that it's a nice light, hopefully a nice light. A bunch of garbage, who
knows. But a nice light piece that people can enjoy. But for example, I wrote a sonata,
you know, several years ago that I think has is more has more depth than Three
Miniatures. But Three Miniatures was not intended to be a really deep piece. I set out to
write a nice, enjoyable piece. I don't think there is for that a big picture that I'm probably
not going to help your doctoral thesis at all.

[00:41:50] SD: Actually, this helps a lot, because I keep going back to something we
discussed earlier. I came into this interview some hypotheses on why did you do this?
What were you doing here? And hearing from you that it is a lighthearted piece gives me
a different prospective on the work. I can write about this and say, hey he does he doesn't
think this as a heavy piece, and it will change the way that I and other performers
approach the work. All of this information is awesome. It really is changing how I'm
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thinking about the piece and I'm looking through the score now. It makes a lot more
sense, believe it or not, that you're giving me these answers. I realized that I'm
overreaching musically. And now just kind of playing it back in my head, I'm thinking,
OK, I can make this a lot better performance the next time I do this, knowing that this is
not opera. This is a light piece.

[00:43:29] AP: It's I mean, and it works the other way too, because as an example I wrote
a that which I actually considered to be a really deep piece and maybe the best piece I've
written at a very large trumpet concerto, 28-minute trumpet concerto. That was premiered
by Nick Norton and the Utah Symphony. And before Nick played it, I was really worried
about the piece thinking that it was just way too aggressive and not musical and all of
that. And then the way Nick approached it and played it was really different from the way
I had thought that I had written it. And it really worked the way Nick played it. And so I
think it works both ways that sometimes a composer can write something and they think
it's one thing and it could be a different thing or depending on the on the performances
that it could be a lighter piece or a heavier piece.

[00:44:33] SD: Would you like to add anything about the creative process? I'm finding is
interesting and I'm starting now to dispel the idea that you had this big programmatic
thing in mind. I am really enjoying listening to you talk about it and just getting your
perspective.
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[00:44:54] AP: It was a long time ago, so I don't remember specifics about what I was
thinking when I wrote it. But I did want to I think I did want to be just more of a light and
an enjoyable piece. For example, just recently I just finished a couple of pieces recently.
One was a piece for cimbalom. I don't know if you know that instrument or not. It was
used by Kodály in the fifth movement of Hary Janos. It's a crazy instrument where it's
like sort of like a keyboard, but you beat it with strings. Cimbalom and wind ensemble.
And so. Eight short movements, and I just wanted to be charming and eccentric and
interesting and all of that. But I did put in actually a brass choral. So certain parts are
maybe a little bit deeper. But then I finished another piece about somebody who passed
away, and that was a much deeper piece for me at least. So, I think music can be so many
different things, and so Three Miniatures was more of a light, hopefully enjoyable piece.

[00:46:15] SD: Well, I've enjoyed it and I'm going to enjoy it even more understanding
where you are coming from when you compose this. This really opened my eyes to what
Three Miniatures is. It's a light fun piece. The phrasing really just it's tough. How I look
at it and I hate to use jazz terminology, but I'm really into jazz. I tell cats that it's the tuba
players Giant Steps. Once you get through the first movement and start working up the
third movement, you've made it. Then when can put it on stage, you could play the small
tuba. And if you do it on big tuba and you're doing some things right. So it's one of those
pieces and I can say this from experience and with teaching undergrads and talking with
people who performed this piece and it's always the same. When you first pick it up, you
think it's cool or think it's a challenge. Then you have the moment of I really hate this.
This is kicking my butt.
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AP: I'm sorry to hear that.

SD: But after working it, you have the breakthrough. You say to yourself; this is not bad.
But then when you when you get through the first movement, there's this this level of
accomplishment. And it’s like, you know what? I made it. This is not that bad.

AP: Yeah. Yeah. Well, that's good then.

[00:48:12] SD: This has been an awesome conversation. Anything else you like to add to
what we talked about with this piece or anything else at all?

[00:48:26] AP: No, I don’t think so. I think that's great that you like Steinbeck and
Stephen King and these authors. That's great.

[00:48:32] SD: Yeah. Dan Brown, amazing author and I've read all of his stuff. And
what's funny is I approached Three Miniatures like The Da Vinci Code. I'm going to
unlock this piece. And you're like, it is what it is.

[00:48:56] AP: Yeah, yeah, exactly. It's just a light like people enjoy.
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[00:49:00] SD: Believe it or not, I am not disappointed at all this, really. I I've enjoyed
this conversation. My buddy is going to call in about 30 minutes. He's going to ask; how
did it go? What did you find out? Well, I tell him; he's going to say, wow, that's cool.

[00:49:20] AP: Well, and you're going to talk to Dan. You said at the end of the week.

[00:49:24] SD: Yes, sir, I am.

[00:49:25] AP: Ok, please tell him hi for me. I did a bunch of teaching at Indiana
University subbing for a couple of private teachers who took sabbaticals. So every time
I'd be there, I'd stay with Dan and Judy, his wife, OK? And we would always just have a
really great time and a lot of laughs. So be sure to tell him hi.

[00:49:47] SD: Yes, I surely will. And again, thank you so much for your time.
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[Begin Transcript 00:00:25]

SD: Thank you so much for giving me some of your time. I know you're busy,
gentleman, and I just want to thank you just before we begin for your time.

DP: We are more than welcome. I'm happy to do it.

SD: All right. So, let's start from the beginning. I talked to Anthony several times. He
told me not to call him Dr. Plog, but I'm from the south and it's hard. But we've talked
several times and he said that you guys met during the Summit Brass recordings. Later
on, you guys played together with the St. Louis Brass Quintet. So, let's start from there.
How did that relationship develop from the Summit Brass and the St. Louis brass quintet
result in a commission for him to write a piece for you?

[00:01:29] DP: Well, let me go back a little further, OK? I was one of the founding
members of the Summit Brass. And, you know, as one of our first concerts, I mean, we
had a record contract before we even had a meeting, but all of us put together the dream
group. The trumpets were obviously Anthony Plog most wonderful trumpet player and
people like that. We had Ralph Sauer on trombone. Make a long story short, you know, in
meeting with the Summit Brass, we started to tour. And obviously that's where we
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became close friends with all of them, including Tony, Gayle Williams, Ralph Sauer, Joe
Alessi. I mean, it was a dream team, and a group was fantastic. All right, so later on,
Dave Hickman and I've been with the St. Louis brass almost at the same time because we
were teaching at Illinois, right. Dave left the group. And of course, we had Allan Dean in
there. It was he and Allan Dean. And you know, who should we get? Obvious choice,
because Summit Brass and we knew Tony very well and he became involved with us and
played to Summit Brass, and that's when he started writing in particularly his
composition skills.
Now, as you know, we were commissioned to do a quintet, which is one of the
best quintets out there. Tony was just starting and needed some commissions. I thought,
well, it's going to be a great idea. I'd like Tony to write me a tuba piece. At that time, I
was also a consultant for the Custom Music company and Fred Merrick was the president
of the company. I convinced him to do a commission. I told Tony I should write me a
piece about 12 minutes long and go for it. Well, he knows my playing since we've been
performing a lot in quintets and Summit Brass and the like. And there's where he had the
idea for Three Miniatures. And it's quite technical, but at that time Tony always makes
these crazy things with these scales that really were not scales and they turn around and
bust ya. So, he gave me a lot of little things here that was extremely challenging, you
know, like the first moment. (Sings the first two measures of Three Miniatures)
I kind of think Tony knows a little bit of my jazz influence because there's a little bit of
that in there. If you know, you just play it kind of straight, it goes (Sings first measure of
Three Miniatures “Straight”) it sounds like machine gun. But if you think of it in groups
like (Sings the first four measures of Three Miniatures) You know, that's my concept
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right from the beginning. And then the second measure is that it's in (counts the first two
measures of Three Miniatures). So, the second measure is basically in two, (Sings the
first two measures of Three Miniatures) that is the tempo of (Sings Measure 20 and 21 of
Three Miniatures) That's where I had that idea that (Sings Measures 23 and 24 of Three
Miniatures) Ok?
Next thing comes up (Sings measures 46 of Three Miniatures) Now, I will tell
you something. At that time Tony wrote at the piano transcription with pianist.
Absolutely. It's unpianistic. I'm a pianist. But what you write is extremely challenging.
This piece here requires the tuba and the piano to be exact partners. It is not
accompaniment. That's another wonderful thing about this piece. Technically, it's very
challenging because of the scales and the like. OK, second movement. Well, that's where
a little bit of my jazz comes in, you know what I mean? It's just a question of pretty
sound like that. The first two notes (Sings first measure of the second movement). All
right. My thinking is like Chet Baker. I mean, it was one of my idols and I love this play,
you know, or something of that style. So, I don't play it as a legit person, to be honest
with you. I look at is so (Sings measure 1 beat 5 of the second movement of Three
Miniatures). But you're free to do that. That's what's beautiful about this piece. OK, it's
like one big cadenza. In a section (Sings measure 15 of the second movement of Three
Miniatures) you know, all those links, if you do anything in jazz and I'm sure you do.
Well, I-V, (Sings measure 15 of the second movement of Three Miniatures)
So that's it. Last moment. You know, we had a lot of things in the quintet where I
was playing Carnival of Venice and featured is that so, you know, Tony got the idea and
a double tonguing. (Sings opening of the third movement of Three Miniatures) and
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they're going to get together. And it's just one of those kind of things till the last
movement, you know, whereas you're going right to the end, keep good time. The
wonderful thing I like is the dialogue between the two and the piano, which is sort of a
trademark with what Tony has done probably a little bit after the piece, you know. (Sings
the second movement of Plog’s Sonata for Tuba and Piano)
He has that in every little composition that he does you know, you notice that
when he wrote the Sonata, by the way, you know, he used the same thing. I recorded his
horn trio, and piano piece. And it does have Gail and I had that going back and forth. He
wrote that from Michael Lind back in those days, you know, with him in mind. OK, I
hope I've given you some good ideas here.

[00:07:26] SD: Oh, yes, sir. Definitely. So, let me pull up the notes here. What was your
initial impression of the piece when you got the manuscript? What did you think of it?

[00:07:38] DP: Well, the interesting thing about it, I was scheduled to do a recording, one
of the recordings, Daniel The Lion's Den. And I had contact in a couple of my really
good friends to write for me personally. You know, and, you know, obviously, I should
point this piece is going to fit in there real nicely, you know, and you know, in fact,
Roger Bobo saw the piece, loved it so much, he asked if he could record it. I said right
after I do. Go ahead. You know, whatever. You know, we're very good friends too. You
know, that was that would just fit into the program. I wanted a recital piece all my own.
The next thing I got an idea is for Tony to expand it a little bit so he wrote me an
arrangement for band because I was doing a lot of band things and we didn't have any
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really great pieces for wind ensemble. And I think that was a time we had an international
meeting in Lexington, Kentucky. I think Skip Gray hosted it, and that's where I premiered
it with Wind Ensemble. I think to put me on that, you're going to have to go back and get
the dates from Tony.

[00:08:45] SD: Oh, I got the dates. Yes, sir. That is exactly when.

[00:08:48] DP: Yeah. Yeah. But anyway, I said that piece fits really nice. The only
trouble is because it's so busy, you know, you've got to get the ensemble to play softer as
we always do.
Now another piece Tony just wrote for us, for Demondrae Thurman and me is the new
piece, the Concerto for Band, Euphonium and Tuba. I just premiered that right before the
pandemic hit. I do have a live recording of it that, you know, of a rehearsal we did. But
Tony's my favorite guy to write a great piece for, you know, so I did a consortium for
him to do this. For Demondrae and me. Demondrae, he is the man in my opinion. So, we
had a big time doing that. All right, so my ties with Tony Plog is very close. A lot of
times he just writes, I guess, he tries to write, you know, like I would like it in one sense.
And he's challenged me all the time. And he's a dear friend when he comes here, he stays
with my family and I go over to Germany, you know, visit him and the like. So, we are
the best 10 friends I have? Personally, we've got a lot of jokes, a lot of ways a funny
dude, you know, but he's brilliant and I'm glad you're doing this because I kind of think
he is probably the most one of the most important, you know, composers of tuba in the
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world today. Every piece that he's done is actually one of the major pieces to our, you
know, to our wonderful repertoire.

[00:10:35] SD: A little off track, that's what I was telling my committee when I was
doing my research, preliminary research on the work, I realized that no one had written
anything academically about this. And I was a bit surprised because, you know, I
consider Three Miniatures kind of like if you're going to do the jazz thing, it's like our
Giant Steps, for the cats who are going to get in and begin to play small tuba or really
talented on the big horn, they go to that piece and everybody has to go that way. And it's
kind of like that gateway. And I was telling my professor, no one's written on this. He
was like, well, maybe you should? I told Plog when I first picked it up it kicked my tail.
And once I got the first bar down, I was like, OK, I can make it now. And I realized the
phrasing was a bear. And once I played it and performed it, it was a big sense of
accomplishment. And it really solidified me wanting to talk to you and Plog about it. I'm
just grateful to have this conversation with you and with him about the piece but moving
forward. I'm guessing to kind of give him a little bit of shine. The ITEC in Japan comes
up and so forth. Japan, you premiered on your recital. What was the reception in the
community, the tuba euphonium community about the piece when you premiered it?

[00:12:22] DP: Well it actually took off, you know, everybody. And it's a fantastic what
do you call it when we were looking for the exact words here for competitions? It's
fantastic because it shows everything that had tubas required. Plus, the fact, you know,
the phrasing is long phrases, you know, and I find a lot of students don't get involved
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with that too much. I think only technical, you know. Well, the first thing to do. (Sings
the first four measures of Three Miniatures) That's one phrase not chopped. You know
what I'm talking about.

SD: Yes, sir.

DP: And it's like you say, I'm. Yeah. When you say Giant Steps, I totally agree. That's a
real nice way to put it. And that is our Giant Steps. I really think, you know, it's one of
the major pieces. I still play it all the time. I really love it. I also say that, you know, with
some of the brass, we you know, we commissioned Tony to write several pieces. In fact,
he just finished one to honor Dave Hickman, who retired for celebration a couple of years
ago. We recorded it virtually just a couple movements. But if we ever get together again,
if it works out and I think next summer we're going to record that piece, the whole thing.
So, everything Tony has written, I think is great. He is one of the champions of the press.

[00:14:24] SD: It kind of blew me away because I was expecting, you know, I had a
bunch of technical questions about, you know, what was his thoughts on, you know, how
did he compose the first movement, the second movement? You know, I was had some
ideas, like programmatically, you know, what his thoughts were. And he was like, man, I
just wrote it. It is just something I did. I thought it sound good. It's no mystery. it's what it
is. And I was like, OK!

DP: Well, I think he wrote it as a trumpet player.
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[00:14:58] DP: Right. You know, and how many bars actually and like I say, it is
challenging and it put me to work. I'll tell you that.

[00:15:07] SD: Yes, sir. I think anybody pick that one up is in for a challenge.

[00:15:13] DP: It was greatly accepted in Japan. When I premiered it, a lot of people
knew about the piece before I even premiered it. I was involved with Chitate Kagawa and
helping him organize it, and when we first started with TUBA. I just got the CDs of the
whole damn thing now that we're preserving all those performances. So, I have every one
of them. It's going to be in our library. So, no one's going to lose it, because of the
different forms are coming out.

[00:15:56] SD: Ok, so moving on to the premiere in Kentucky, what which version did
you prefer playing with piano, with wind band?

[00:16:11] DP: I still prefer with piano over wind bands. Very good. It is very good. And
it was a good band piece and, sort of like a signature piece for me. That's the way I
considered it. But with piano, it fits well, you don't have to play so loud, you know, and I
mean before that's kind of piece that technical you don't want to go loud because that's
where that's where you can get in trouble. Otherwise, people try to play too loud, never
works. That's my opinion, but it's a good it's a good transcription. If you're going to have
a good transcription doing something that's a good piece to do.
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SD: Yes, sir.

DP: It's definitely challenging for the wind ensemble. I should say, the bassoon part in
particular.

[00:17:08] SD: This is something coming from my committee, what skill level do you
think you will put this piece? Do you think a talented upperclassman in undergrad, maybe
this is graduate work? What are your thoughts on it?

[00:17:28] DP: Well, you know, I have a tough time with a committee who does that
because you get all kinds of talent. You know, I have some freshmen that can play so my
graduate students and to like, you know, it's definitely for a very serious tuba player. I
should put it that way. I'm surprised right now, to be honest with you, in my years of
teaching, people are playing things that I couldn't even think about when I was in college.
You know, it's come that far. It’s fantastic. I just really love listening to that. You know, I
have a young kid come in here, play The Vaughn Williams than I ever could at a
freshman level, you know? And so, I hate to say that now going on the old grading
system of one through five, I'd get this a five because it's technically challenging. It's not
so much the range, although it was written for me on F Tuba. Now people play it on C
when I wanted that to be available to, you know, but you know Winston Morris played it
on C, but it was written for me and at that time I was playing a big F which I still do like.
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[00:18:43] SD: Did you provide him any feedback in the compositional process and what
was their feedback?

[00:18:56] DP: All I can remember; I think it was a thousand dollars. Look, I think don't
quote me, but it was that thousand or two at the most.

[00:19:06] SD: Ok, and why did you when you saw the manuscript, did you have him
change anything or?

[00:19:14] DP: No? Well, no, no, no. You know, I'm one who feels that the composer's
going to write and I'm going to play it, OK? You know, I mean, I got back with Morgan
Powell and people like that and lots of very challenging things. And to be honest with
me, it's a tuba player really brought my playing up because it took a lot of time.

[00:19:35] SD: And it's funny you say that I felt the same way when I began my Masters
with Dr. Richard Perry at Southern Miss. I had some chops and he put this in front of me.
I think it was on a ITEC list one year. And even though I didn't submit that year, I felt
that my playing jumped because I was really challenged with this piece and. Yeah, I will
agree. I don't think Plog gets enough credit in the tuba euphonium world for the pieces
that he's put out. I've also for my lecture recital, played the second movement of the
Sonata, which I did notice some of those, I would say, and I hate to use jazz terminology,
but there are some cliches there.
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[00:20:27] DP: But it's not just jazz, you know, you know, see, that's what's missing it
with a lot of tuba players. You know, everybody is doing these legit solos, which is great,
OK? And no, jazz is equal to anything. You know, the greatest pleasure, frankly, I think
like a jazz. You know, I'm sort of a frustrated jazz pianist. I mean, I don't have the chops
I'd like to have anymore. But at one time I played a lot of tunes. I'm doing a new CD right
now of some of my favorite ballads. And again, my personal thing is Oscar Peterson, OK,
Bill Evans, my heroes. And I want to tell you something else. When I started with Arnold
Jacobs, you know, as I was teaching Illinois, he said he didn't bring me some jazz is what
he was listening to, to all of us, too. And it's great musician. It's Ella Fitzgerald. You want
to play the tuba and you want to be a soloist. It's a voice whose voice do you know?
Frankly speaking, a lot of importance. I shouldn't say this, but I will. A lot of these
legitimate tuba players, in my opinion, man, I mean, don't swing. and, you know, and,
you know, they got a lot of thousand dollars in revenue, but. It's not the notes it's feeling,
and I think Tony Plog is one who demands that if you don't do it, it does not sound good.

[00:21:58] SD: I'll give you some personal thoughts about especially that first movement
with you saying that after, you know, I get through the interview and if you don't mind, if
you have the time, I have some personal questions.

[00:22:13] DP: Sure.

SD: OK, but lastly, and I'm pretty sure that Dr. Perry would want to know your thoughts
about it in the dissertation. I'm kind of writing a player's guide and I've played Three
93

Miniatures and I have some ideas. But I want to ask you, if you were teaching this piece
to a student, what would be some of the parts and some of those spots in each movement
that you will highlight and say, hey, make sure that, you know, you check this out and dig
on this?

[00:22:50] DP: First of all, the faster one plays, the more connected the notes become.
OK, so if you're going to produce like you do an audience in the beginning, it's not going
to work. You know, like I say, I'm going to practice a slow like I'm going to play it fast.
(Sings the first measure of the first movement of Three Miniatures). OK, now look, the
shortest note you ever play is an eight, correct?

SD: Yes, sir.

DP: That has more space. So, I'm going to get a little faster and I'm going to go down
triple digits. Doh doh doh. You syllable changes from a Toh to a Doh. (Sings straight
Doh syllable) And then as fast (Sings straight Doh syllable). If you want a single tongue
or if you're going to go back into that, the double tonguing becomes more connected
(Sings first measure of the Second movement of the Plog Sonata for Tuba) It's not like,
(Sings short and percussive) you know, there's a mistake. You'll never play this piece if
you do that. What I have my students do who are going to play this is play it on one note,
the rhythm in the first eight bars. (Sings first measures on Three Miniature with accent on
every three notes) You don’t want to accent it like that. It doesn't swing like that. It's
suggested, implied. But, you know, (Sings first four measures of Three Miniatures) So
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I'm going to have you both from your lips like you'd be surprised what can happen when
you do that. And then (sings) you got to get your thing. I mean, obviously now I also
have you sing it (Sings first four measures of Three Miniatures). Ok, I got that down.
That's my one gesture. Now memorize it because you learn that you're going to have the
piece and you go back, do the second thing. Now when you get into the section (Sings
measure 20 of Three Miniatures) with that idea, OK, those are all you got to really think.
Compound time. One, two, three, four, five, six. You really have to also work on your
breathing. Those are long phrases right now. At my age, I lost a little bit of, you know, I
don't have the lungs are used to. So, I go (Sings Measure 20 from Three Miniatures). I
leave out one note right before at the weakest part of that thing and I got enough to finish
it. In other words, you just change your bow as you need. You need it's very important to
be relaxed, to have a lot of good lung capacity, but you've got to be comfortable. You
tense up in and this piece will eat you. And when you go (Sings measure 46 of Three
Miniatures), I don't think that and one that one, two and three, one, two and three, that
doesn't swing. (Sings measure 46 of Three Miniatures) Then that last one, (Sings measure
79 of Three Miniatures) I think I know he's got a turnaround fingering in there, right in
there that Tony always you give you a scale then he'll turn around, you know that go.
Yes, I memorized that. I pulse everything. I'm doing it first. (Sings measure 79 of Three
Miniatures) So I think they're going to get into practice and on the mouthpiece, make it as
smooth as glass, do that in the fingering. That's the kind of practice that I insist on to do.
And then you learn it fast. I have to learn a speech in two weeks, you know, and that's
one of the things I guess, you know, I said, my God, how are you going to do that? Well,
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how do you play Oleo? (Sings the head of Oleo) But, you know, you know, that's not the
legit type of thing, right? That's basically my training, you know.
And when I first started playing tuba. You know, I never had a lesson until I hit
college and I had a lot technique, and I thought about it like a piano or I just listened to a
lot of good players. That's all in Miles and Miles did it, you know, so that's my
background. And I never heard an orchestra until I went to college. My father was a good
jazz trombone player, so that's how I learned, you know, my family was into that. Does
that help?

SD: Yes, sir.

DP: Second moment, like I told you before, play it like a… I think sound I you know; I
want that to be the sound as good as the best voice I can hear how it's Sinatra do this? I
love his phrasing. You know, rather than or maybe I'd say it would Yo-Yo Ma might play
this, or you know, and so, you know, you listen to the great masters of all instruments. I'll
be honest, we don't really listen to that many tuba players, and I really don't because I
don't think we've come as far as we've come a long way when I'm waiting to hear the
Miles of the tuba. You know what I mean? And that's your generation guy that's going to
come. It's I'm hearing some really good stuff happening. Jazz is very weak on Tuba
players first of all, you know, you can do an electric bass, a hell of a lot more than you
can on tuba because you got to breathe. And so that's what have Jaco Pastorius of like
people like that with that kind of technique, which I would play like Zoot Sims.
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SD: I got ya.

[00:28:14] DP: Does it make it so? Yes, I approach this piece this way. That's my
interpretation. With these guys are sitting on my porch, looking in the sky and I'm talking
love. With the most beautiful notes I can be, and I'm influenced by some of these major
singers like Ella, Frank Sinatra, you know, Pavarotti, all that, if you listen to. Hope that
helps you.

[00:28:46] SD: Yes, sir.

DP: Then you're going to play your cadenzas and, you know, it's got a line up. Last
moment, Carnival of Venice babe. (Sings the opening measures of movement three of
Three Miniatures) And again, the articulation if you've got to articulate, clean. Practice it
as a slur. (He sings the opening of movement three in a slur) And by the way, you might
have to use an alternate fingering sometimes because I don't want to repeat the same
fingering. If I got two notes in that or that's going to give me a glitch, you know, like a
six-valve tube. I can do all kinds of things with it.

SD: Yes, sir.

DP: But if I helped you, I'm just giving you my at the top of my head some thought.
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SD: Oh no, this is fantastic! Thank you. Anything else you want to add to this and
anything else you want to say?

DP: I you know, I and I just think that I'm proud that you're doing this. And it seems like,
you know, I know Richard Perry would guide you very well on this because, you know, I
respect him as a really good jazz musician, too, you know? And so you have thoughts and
all that. We're right on the money. Just this is one of the most important pieces. And it's
also there's been studies out there of what, major five pieces would you do? And Tony
was always there. You know, it's really a staple of and the good pieces. We have some
major pieces written by major composers that don't line up to this. And I don't want to
name any, but there are some out there that, you know, frankly speaking. They just don't
quite work.

[00:30:32] SD: Yeah, you don't have to say it, I know what you mean. I know what you
mean. Oh, well, thank you for your thoughts on that.
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